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Abstract 
This study examines the convergence of music learning and the expressive arts as a means to 
create a balance between internal and external ways of knowing. As external ways of knowing 
have traditionally been privileged in education and music education, this research explores the 
participatory practice of free musical improvisation coupled with reflective art response as a 
means for individuals to create self-knowledge and cultivate self-referential awareness. Drawing 
upon integral theory (Wilber, 2000a, 2000b), this research is concerned with aspects of internal 
music learning, internal knowledge, and the benefits of including it in the curriculum. It is also 
concerned with determining ways that the arts might support internal learning. This qualitative 
and art-based study draws upon case study, formative, and action research traditions, as well as 
art-based approaches. A workshop series consisting of four two-hour sessions was designed 
specifically for this study to explore free musical improvisation and art response with six 
participants who self-identified as having music performance anxiety. These participant 
researchers engaged in study of their internal experience through free musical improvisation, 
followed by journal writing, art response during the playback of improvisations, and group 
discussions. The participants learned to identify self-referents and expand their conscious 
awareness of inner dialogue, emotions, and physical sensations during music making. The 
participants were able to use this expanded awareness to redirect their focus from self-conscious 
thoughts to more non-judgmental or creative states that allowed them to better connect to their 
musical voice, identify underdeveloped skills, and learn how to communicate more effectively 
with others musically. Internalized fear-based motivation was identified as a barrier to effective 
musical communication during improvisations, and worldview emerged as an important 
indicator of how individuals interpreted their musical experiences. 
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This dissertation is dedicated to musical voices that have yet to be heard. 
 May they each find a safe and welcome space to sing and play, 
as individuals and in groups of like-hearted friends 
iv	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Chapter One: Introduction 
Introduction 
Much of the endeavor of schooling is concerned with the acquisition of knowledge of the 
external and observable world.  While having this knowledge is certainly helpful, this knowledge 
alone is not adequate to discern actions that are congruent with the self and responsible to the 
greater community.  Knowledge of the self and of the self as a part of the community (internal 
knowledges) can then be seen as critical knowledge for the cultivation of empowered citizens 
who are capable of living fulfilled lives that contribute positively to others.  It is important for 
learning environments to be inclusive of both external and internal ways of knowing, so that 
learners can consider all relevant knowledge when making choices. 
As in most disciplines in education, music education has been more concerned with 
cultivating external knowledge than internal.  The arts therapies, however, have been primarily 
concerned with uncovering internal knowledge, or making previously unconscious knowledge an 
integrated part of conscious awareness. This study examines the convergence of music learning 
and the expressive arts as a means for integrating positive aspects of each discipline that might 
serve to create a balance between external and internal ways of knowing.   
Knowing the Self 
“Know yourself in the one light where the miracle that is you is perfectly clear.” 
A Course in Miracles, (Schucman & Thetford, 2008, p. 4) 
“Know thyself” is a proverb attributed to many ancient Greek sages.  Why then is the 
cultivation of self-knowledge a low priority in western systems of education?  Carl Rogers, 
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Abraham Maslow, and other humanistic psychologists would certainly include knowledge of the 
self as a part of the curriculum, yet in a world focused upon knowledge that can be measured by 
standardized tests, taking time to cultivate self-knowledge seems like a luxurious request of 
instruction time.  Could the current emphasis upon the acquisition of external knowledge over 
internal knowledge overlook a powerful force in the learning environment?   
 The focus upon external knowledge is a necessary task in the creation of a functioning 
civilization, but without an equal focus upon internal knowledge only surface understandings are 
possible from which an individual can discern effective and appropriate action.  For example, I 
might learn how to write and communicate well, but if I am less aware of my own purposes, 
values, and motivations for writing, I might not use my writing skills in a way that is congruent 
with myself or beneficial to myself and others.  Internal knowledge provides insights into our 
individual and collective motivations, values, purposes, and unique creative potentials.  It is 
through careful reflection, discernment, and study of the relationships between internal and 
external knowledges that an individual or community can act in a way that is beneficial, just, and 
sustainable.   
 A determined focus and commitment to create self-knowledge with specific practices and 
exercises to develop self-referential awareness are needed in the curriculum therefore to provide 
individuals with more holistic understandings from which to make ethical and informed 
decisions in the world.  With this in mind, this study explores the participatory practice of free 
musical improvisation coupled with reflective art response as a means for individuals to create 
self-knowledge and cultivate self-referential awareness.   
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Self-Knowledge and Self-Referential Awareness 
 Self-knowledge can be defined as internal understandings that are a part of integrated 
conscious awareness.  In other words, it is intellectual, emotional, and physical knowledge of the 
self that the learner references when making discernments about actions or the direction of one’s 
thinking. Below the surface of conscious awareness are unconscious thoughts and knowledge.  
While consciousness is likely an ever-shifting experience of multiple awarenesses, at any one 
given point in time the learner may have thoughts or understandings that unconsciously influence 
discernments about actions or thinking.  In learning environments, thoughts that are unconscious 
at the moment might both positively and negatively influence a learner’s motivation or self-
beliefs.  Negative unconscious thoughts may result in disruptions or blocks in a learners’ natural 
learning process as they might divert conscious attention away from the present moment and into 
patterns of thought that do not support learning.  Because unconscious thoughts might interfere 
with the learning process, it may be beneficial for learners to cultivate self-knowledge in relation 
to other knowledges.  This learning may increase their ability to manage their own thoughts, 
emotions, and felt states, and this might lead to a greater sense of personal agency. 
 Self-referents can be understood as labels for specific inner states of mind or 
consciousness, including emotional and felt states.  For example, when we are young we learn to 
identify, describe, and label when our body feels cold or hot.  We recognize the physical 
sensations associated with each state, and when we acquire language we learn to describe and 
label each condition.  Once we have learned to associate the experience of being hot or cold with 
a description and label, we have acquired a self-referent that we can use to better understand our 
inner world and to communicate about our inner world to others.  Self-referential awareness then 
refers to the total internal knowledge a learner has acquired at any given point in time.   This 
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includes self-referents related to thought, emotion, and physical sensations in the body.  Self-
referents can take the form of a verbal label or might also take the form of non-verbal 
expressions or gestures that might serve as the most appropriate way to convey the essence of a 
particular state of thought, emotion, or physical sensation. 
 The act of describing and identifying self-referents and the expansion of self-referential 
awareness is a type of learning process.  This learning focuses upon the learners’ thoughts, 
emotions, and physical sensations in order to reveal previously unconscious internal knowledge 
and integrate it into conscious awareness.  For example, a learner might study their thoughts by 
journaling, speaking into a voice recorder and listening to the playback, or writing a poem.  She 
might study her emotions by making visual art, writing a song, making gestures with the body, or 
acting.  He might study his physical sensations by systematically focusing upon the different 
parts of the body.  This self-study might enable the learner to better describe and label their 
experiences in a way that can be better communicated to the self and to others.  These new 
descriptions and labels can then be used to focus the learner’s attention upon these referents in 
future learning situations. This might make possible more refined discernments about how to 
think or act, might further expand the learner’s self-knowledge, and might help the learner to 
connect with intrinsic motivations to learn both internal and external forms of knowledge.  In this 
study, I explore the use of self-referents as a way for music learners to better understand the 
inner dialogue, emotional states, and physical sensations that occur during music making in order 
to expand conscious awareness of patterns of thought and feeling that both inhibit and promote 
healthy music engagement. 
 Self-referential awareness, a psychosocial learning process.  Developing knowledge 
about the self is a psychosocial endeavor, as we make comparisons between the descriptions and 
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labels of our internal experiences and the descriptions and labels of other’s inner worlds to 
construct shared meanings.  Also, as we reflect upon our own traits, desires, and behavior, we 
form identities in relation to our family, community, and culture.  Our ability to acquire self-
knowledge is dependent upon our ability to expand our self-referential awareness, and when we 
are young we acquire self-knowledge to the degree we are encouraged to become aware of the 
self (through life experiences, parenting, or other mentorship).  Caregivers and teachers guide the 
cultivation of self-referential awareness until the point where the self becomes autonomous, has 
become consciously aware of this learning process, and seeks self-knowledge proactively. 
 The acquisition of self-knowledge and the expansion self-referential awareness support 
human development towards self-actualization (Maslow, 1943; Rogers, 1969, 1980, 1989) and 
self-transcendence (Frankl, 1966; Maslow, 1943).  Including opportunities to cultivate this 
knowledge for a better understanding of the self in the learning process is therefore an important 
part of healthy development. If learning is unbalanced and privileges external knowledge 
acquisition over internal, some aspects of development might be unnecessarily slowed down or 
arrested.  In this case, learners might possess knowledge and skills about the external world, but 
lack personal connections that make meaningful and relevant the application of that knowledge 
in a personally or socially responsible way. 
 For systems of education to support healthy development it is therefore important for 
learning environments to support the creation of self-knowledge and the expansion of self-
referential awareness in balance with other external knoweldges.  Including internal ways of 
knowing may also be a matter of inclusiveness. Musician and educator June Boyce-Tillman 
(2005) acknowledges that some individuals privilege either internal or external ways of knowing 
while all people have within them the capacity to cultivate both:   
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All the ways of knowing lie within each individual, and that they can be validated 
through music-making. Music-making potentially becomes a way of challenging the 
dominant value system, as well also of supporting it. (Boyce-Tillman, 2005, Chapter 1, 
Section 2, para. 8). 
 
Boyce-Tillman also points out that the dominant value system in Western culture privileges 
external ways of knowing.  She states that this is out of balance and especially problematic 
because it creates “dis-ease” for those who may make sense of their world using more internal or 
intuitive means.  She goes on to say that a more balanced approach would be beneficial at this 
time because, “All of us are now in a globalised world in which we are required to operate within 
a number of different cultures, each with their own version of these value systems (Boyce-
Tillman, 2005, Chapter 1, Section 2, para. 7).  Including internal ways of knowing in music 
learning can then be justified as a means to create balanced learning environments that support 
all types of learners and promote cultural understandings.     
 While it has always been important for individuals to become educated and apply their 
knowledge and skills for the betterment of society, it is at this point in history that we are 
becoming increasingly aware of how individual choices impact the global community.   
Knowing our self and how we relate to others is as important as knowing about the material 
world and the systems that govern and support our society.  Perhaps it is at this time that we 
could consider balancing internal knowledge with external knowledge in learning environments 
for potentially more healthful, efficient, and sustainable results.    
Integral Theory 
 
 Ken Wilber, an American philosopher and developmental psychologist, has proposed a 
transpersonal theory of human development he refers to as integral theory (2000a, 2000b). This 
theory offers a potential way to balance external and internal knowing as it integrates both 
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interior and exterior, and individual and collective types of knowledge.  When all four types of 
knowledge are given equal value, it may be possible to create a balance and harmony in and 
between these perspectives in a way that might escape dualisms.  By not privileging any one 
form of knowledge over another, we might be able to see things in relational ways that honor all 
of our ways of knowing simultaneously and create a new integral perspective.  
 The four quadrants. Wilber (2000a, 2000b) suggests that our systems for knowing and 
making sense of the world all fall into four categories or quadrants (see Figure 1.1). The left two 
quadrants represent ways of knowing that are experienced internally, while the right two 
Figure 1.1. The Four Quadrants (Wilber, 2000a, 2000b). 
quadrants represent ways of knowing that are experienced externally.  The upper right quadrant 
includes all ways of knowing that are related to the material world (it). The lower right quadrant 
includes all ways of knowing that are related to social, ecological, and cosmic systems (its). The 
lower left quadrant represents ways of knowing related to cultural meanings and values (we), and 
the upper left quadrant represents knowledge related to thought, emotion, and physical sensation 
(I).  For example, I play an instrument (it), in a band (its), for a Fourth of July concert (we), and 
experience feelings of gratitude that I live in the United States (I).  I understand and come to 
know this experience in four ways: both internally and externally, through contact with the 
material world, social systems, as a member of a community, and as an individual.   
 
I 
Interior-Individual 
internal mind/body/spirit experience 
 
 
it 
Exterior-Individual 
the material world 
 
we 
Interior-Collective 
cultural meanings 
 
its 
Exterior-Collective 
social, ecological, and cosmic systems 
 
	  8 
 The focus of education in schools is largely concerned with the mastery of content 
knowledge and skills (it-knowing the material world), knowledge about systems (its-knowing 
how to navigate rules and laws), and knowledge about culture and community (we-knowledge 
about collective meanings).  What has not been a major focus of education in schools is the 
mastery of knowledge about the interior of the individual (I-self) and its various relationships 
with the material world (it), systems (its), and culture (we).  This is also true of current practices 
in music learning that do not typically encourage, explore, or support the development of self-
knowledge in relation to the other three domains of knowing.  For this reason some individuals 
have not developed ways of accessing their individual values, preferences, desires, or emotional 
and psycho-spiritual needs.   
 This aspect of integral theory offers a useful framework for approaching these problems 
as it attempts to expand and include multiple orientations in a complex system that might be used 
to move past dualistic perspectives towards more relational and holistic ones.  Integral theory 
offers learners and educators a framework that honors the merits and values of all orientations 
for the purpose of looking at questions, problems, and issues in a more integrated fashion.   
 Worldview. Another aspect of Wilber’s theory that is helpful in terms of understanding 
the current privileging of external knowledge, is that of worldview.  Boyce-Tillman (2005) notes 
that a small shift has occurred in the postmodern era and cites evidence that internal ways of 
knowing are increasingly valued.  While this is likely to be the case in some disciplines and in 
some cultures, it may not be the case in others.  To consider why this may be the case, it is 
helpful then to turn to Wilber’s (2000a) fulcrums of development and their corresponding 
worldviews.  
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 Integral theory combines human developmental theories and historical accounts of human 
evolution as a way to understand the process by which individuals and human civilizations have 
and continue to develop. The theory suggests that individuals and societies have evolved from 
less to more complex worldviews over time, and that at each phase of development the 
individual or society responds from the worldview that corresponds to their current 
developmental capacities.  At the current time in the United States, the majority of adults are 
likely to have a traditional, scientific-rational, or pluralistic-relativist worldview (See discussion 
of levels in Chapter Two), although less and more complex worldviews are present when the 
entire population is considered (Wilber, 2000b).   
 Because these multiple worldviews exist simultaneously, individuals and cultures make 
sense of their world with differing sets of values. For example those that hold the scientific-
rational worldview privilege external ways of knowing (it/its) and are more concerned with 
discovering and mastering the laws of the material world, while those that hold a pluralistic-
relativist worldview privilege internal-collective ways of knowing (we) and are more concerned 
with social constructions, relationships, and community.  To complicate matters, worldview is 
likely domain or issue specific and individuals with the most complex worldviews are capable 
and often respond from less complex worldviews in certain situations.  Considering that 
educators and students are likely to hold different worldviews and respond from different 
worldviews in different situations, it is important to consider how worldview influences the way 
curricula are designed, interpreted, implemented, and experienced.   
Internal and External Values in Music Learning Environments  
 
  In many music education settings, the learning of traditional classical music has naturally 
created a focus upon learning previously composed and notated music (traditional worldview), 
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and the corresponding technical skills needed to perform these forms (scientific-rational 
worldview).  This has been extremely successful in terms of educating an elite group of 
performers who possess ever-increasing levels of virtuosity.  In communities where band, 
orchestra, and choir music is valued, public and private school music programs reflect these 
achievements and successes. 
 Without diminishing these accomplishments, it is important to also acknowledge that the 
emphasis upon the external values of learning such as traditional forms and the acquisition of 
high levels of technique may have caused musicians and music educators to place less emphasis 
on the internal values of making music for self-expression (I) and the creation of musical 
dialogue in community (we).   The overemphasis on external values may have alienated those 
musical individuals who Boyce-Tillman (2005) points out may privilege internal values over 
external ones in formal music-making settings.  Examples of these types of learners might 
include those who value writing or creating music to express original ideas, those who value 
musical traditions that are based upon egalitarian structures that depend upon the unique 
contributions of all involved, or those who value music making for self-discovery rather than for 
performance.  As a result, there may be many individuals who love music who do not identify 
themselves as musicians or have chosen not to participate in the types of music education 
typically offered in schools, because they do not relate to the external purposes of music making 
privileged in many music programs.   
 The dominance of external values may have limited the development of internal values 
among many who privilege external ones as well.  It is possible that these musicians may not be 
as connected to their own musical creativity, may have underdeveloped improvisational skills, 
and may be less connected to their intrinsic love of music.  This may be seen in the case of many 
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classically trained musicians who struggle to express themselves musically without notated 
music, and have difficulty engaging in the give and take of unscripted musical dialogue (Solis, 
2009).  In either case, the privileging of the external in formal music learning settings has 
neglected the cultivation of self-referential awareness in both types of music learners as it has 
neglected to include internal learning in the curriculum.    
 If music learning is viewed through an integral perspective it is possible to see that 
common music education experiences support learning in some quadrants more than others.  
Typically music students learn how to play a musical instrument or sing through the 
development of technique (it-skills to manipulate an object in the material realm), by learning 
how to listen to reproduce through aural means or to decode and read music notation (its-system), 
and to interpret and reproduce the music appropriately (we-culture).  There is little emphasis, 
however, on the learner’s inner relationship to these forms of learning, as developing musicians 
are not typically encouraged to cultivate these musical skills in order to create their own music or 
connect to their own desire to communicate via sound (I).  For example, when the goal of 
learning is to be able to sing or play a particular piece of repertoire, the learner is focused upon 
replicating, matching, and recreating music that has been externally created.  The learner is 
therefore most concerned with mastering the techniques required to play the piece, the ability to 
read or listen precisely in order to recreate the piece accurately, and the ability to interpret the 
piece in a culturally appropriate way.  In this case the external referent (the piece of music) may 
take priority over internal referents.   
 Although it is quite possible that a music learner might choose to play a piece from an 
intrinsic desire to do so, music learners often do not have choice concerning repertoire as 
methods and curricula are predetermined and not easily altered around individual preferences.  
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More importantly, due to classical performance traditions, musicians are not seen as equal co-
creators with the composer.  If this were the case, solo musicians would be at liberty to 
reinterpret, rearrange, and perform repertoire in unique ways.  While there are rare examples of 
professional classical musicians who take this approach, developing musicians are typically 
discouraged from engaging in this level of creativity with the repertoire, and if they were to do so 
it is likely they would not fair well in competitions, auditions, nor would they be taken seriously.  
There has been recent discussion by music scholars to incorporate more choice concerning 
repertoire and to involve students in matters of interpretation (Hendricks, 2009; Hendricks, 
Smith, & Stanuch, in press; McPherson & Davidson, 2006; McPherson & McCormick, 1999; 
Renwick & McPherson, 2002). However, in large ensemble learning environments, these efforts 
can only go so far as this music typically requires uniformity and conformity in order to 
successfully create a previously composed piece of performance music.    
 Because music learners have been more concerned with external referents, most do not 
know how to use music as a form of communication in the same way that they speak, write, or 
draw.  In these activities learners express thoughts, ideas, and emotions in at least adequate ways 
to ensure communication.  When musicians learn only to read and perform previously composed 
music (a script), they learn to communicate a composer’s expression, but may be less able to 
create their own unique self-expression through composition or improvisation.  That said, there 
are certainly many developmental and musical benefits one might gain from learning how to 
perform composed music. A musician may also feel that particular pieces of music express 
something of themselves to others, however, the same musician is limited to pieces that have 
been written, and aspects of their musical voice may be mute because they have not learned how 
to compose or improvise that which is uniquely theirs to express.  If musicians do not also learn 
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how to use their acquired knowledge sets to express their unique musical voice, they have failed 
to learn how to communicate musically in a way that fully represents and expresses the self.  The 
language arts equivalent of this would be for learners to read and perform literature, but never 
learn how to write or speak for themselves, or for artists to learn how to replicate the work of 
other artists, but never learn how to create an original work.   
Internal Versus External Authority 
 Perhaps a more important example of how the lack of development of self-understanding 
or self-knowledge is detrimental is in our ability to make decisions that are congruent with our 
values at any given moment.  When learning and achievement is exclusively focused upon 
external knowledge and criteria, learners may tend to suppress their own curiosities, questions, 
and interests if for no other reason than that they are not encouraged or invited.  When external 
knowledge is privileged over internal knowledge, learners may become dependent upon the 
external powers of those in authority such as teachers, designers of curricula, and those in charge 
of testing or assessing learning.  When this habit is well entrenched it may become difficult for 
learners to access and assert their own genuine interests, especially if they are contrary to those 
of external powers.  When there is dependence upon external power, the individual makes 
decisions not from the self, but from fear or guilt of not being congruent with the perceived 
external expectations.  This may create a growing tension within the individual, and the learner 
may either rebel against authority or further suppress their own desires in a way that is 
detrimental to their development and well being.  This dependence on outside authority may 
further prevent the individual from accessing, knowing, developing, and acting from their inner 
authority.  This may make the individual vulnerable and less capable of decision-making that is 
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congruent with their values, especially in cases when they may hold different values than those 
in authority.    
 In music learning this may occur in cases where curricula are designed and implemented 
from a traditional worldview where learners are to follow conductor-teachers and not given 
opportunities to exercise choice or musical autonomy.   It may also be evident in curricula 
designed and implemented from a scientific-rational worldview where externally set and 
measured achievement standards and outcomes are elevated over the internal values of self-
expression or musical dialogue.   In these cases the musician may become so concerned about 
“doing it right” according to others that they may not be able to write or speak from their own 
unique voice.  An example would be a jazz musician so concerned about performing in a certain 
style that he or she memorizes verbatim the solos performed by master jazz improvisers.  In 
other words, instead of learning how to speak the language of jazz improvisation, the musician 
works to memorize the ideas of others who are considered “great.” While it can be argued that 
imitation in speech and in music is a necessary part of learning how to communicate effectively 
(or learn to improvise), it also necessary that the individual learn how to respond to 
environmental stimuli and make an appropriate response for effective communication to occur 
(Malloch & Trevarthen, 2009).  For the jazz musician to be successful, it is important they learn 
to learn to create unique expressions in community.   
 While there may be learners who currently resonate with traditional and scientific-
rational worldviews and others who have benefitted greatly from those worldviews as they were 
appropriate for them at previous stages of their development, Boyce-Tillman suggests that 
internal purposes for creating knowledge (or for music making), indicative of a pluralistic-
relativist worldview, are needed for those who value internal ways of knowing and for those who 
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“operate within a number of different cultures, each with their own version of these value 
systems” (Boyce-Tillman, 2005, Chapter 1, Section 2, para. 6).  In other words, the inclusion of 
internal ways of knowing is beneficial for individuals no matter their worldview, because 
multiple worldviews are present and co-mingling.  This can be seen in the emergence of social 
media such as Facebook, Twitter, and YouTube, which make the simultaneous presence of 
multiple worldviews more apparent as they have dramatically expanded the dissemination of 
multiple interpretations of current events and world issues. Other sites such as Wikipedia and 
Pinterest have expanded the public’s ability to create and disseminate knowledge. Even in the 
academy, there is a growing movement towards self-publishing and alternative forms of 
representation (like open online journals and TED talks) that are intended to disseminate 
knowledge to a wider audience.   
 Because learners may be exposed more frequently to multiple worldviews, and because 
the nature of knowledge creation and sharing is changing, the world we live in now requires that 
learners be able to make informed choices between multiple perspectives and to participate in the 
creation of new knowledge.  Development of self-knowledge has become more important as a 
means to empower inner authority as our society is moving further and further away from the 
traditional worldview that historically encouraged learners to look to external authorities to guide 
action (Beck and Cowan, 1996).  In other words, the purposes of education are shifting gradually 
from those that aimed learners to follow authority, to and through those that focus learners upon 
external criteria or achievement standards, to ones that focus learners to construct meanings in 
multiple collective communities.  If applied to music, learners might benefit from opportunities 
to interpret and engage with music from multiple perspectives or traditions, and create music for 
themselves so that they can better discern how to act in a world that increasingly requires these 
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types of discernments and mental abilities.  Learning of this nature will likely require a deeper 
understanding of the self and a clearer understanding of one’s values as multiple sets of values 
held together will afford comparison and may create tension. 
 Conflicts between internal and external values are likely to exist in music learning 
environments where learners are not allowed opportunities for choice or autonomy, and learners 
are not given opportunities to freely explore the self.  When music learning is not balanced in all 
four quadrants learners may also lack the skills, experiences, and dispositions (self-exploration, 
original creativity, musical dialogue, community decision making) needed to engage 
independently in lifelong music making.  This lack of development might contribute to a sudden 
decrease in music engagement in adulthood where fewer opportunities to engage in conductor-
led ensembles exist, and musicians must assume full responsibility for organizing music making.  
A more balanced approach might afford musicians with all the skills and abilities they need to 
enjoy making music in situations where they must exercise a greater inner authority over the 
process.   
O’Neill (2012b) suggests that to address these issues music learning could be seen as 
transformative music engagement.  Citing Green (2005) and her own earlier work (O’Neill, 
2012a), she suggests that a primary outcome of transformative music engagement  
is that learners feel an engaged agency in relation to music activities. They feel 
empowered and autonomous in their ability to construct their own form of “music 
learning authenticity.” Transformative music engagement also involves a sense of 
connectedness and emotional expression, a capacity for reflexive self-awareness, and an 
impassioned spirit that continually seeks untapped possibilities. (p. 10) 
 
This implies that learners not only have opportunities to explore the self, but that they be able to 
do so in a participatory community that supports connection and responsiveness.  In this study 
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free musical improvisation has been chosen as a means to promote both of these through musical 
dialogue or conversation.   
Musical Conversation 
  
 Ordinary spoken conversations are improvised events.  In daily dialogues we are free to 
choose our words, phrases, and non-verbal affective expressions to communicate what we desire 
to others.  To do this well, we must also have the ability to listen carefully to the words, phrases, 
and non-verbal affective expressions of those with whom we are speaking.  When we are in 
conversation, we communicate best when we are centered in an awareness of our self-referents 
that guide us to communicate with integrity, and our values that guide us to communicate 
congruently with our desires.  While there are times where we intentionally choose to 
communicate scripted messages to others or rehearse what we are going to say in advance, for 
the most part we choose a free improvised form of communication that is open to the infinite 
variation that is possible when conversing with another person or persons. 
 If we look at music making from the perspective of a conversation, we can see that 
performing solo scripts (notated or memorized pieces) is likely to serve as self-expression for 
those interested in a one-way conversation.  The only response left to the listener of such an 
expression is the reply of applause assuming it is warranted.  We can also see that performing 
ensemble scripts (notated or memorized ensemble pieces) is a similar one-way conversation 
where the members of the ensemble have agreed to create the script as a form of group 
communication.  The performing of these scripts does allow for the creation of intricately 
detailed communications, however these communications are not open to community 
conversation.  This sort of communication is similar to that of a talk or lecture.
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 If an individual is most interested in a type of musical engagement that promotes a sense 
of “connectedness” or that allows them to “construct their own form of music learning 
authenticity” (O’Neill, 2012b, p. 10), a more interactive dialogue may be more appropriate than a 
one-way conversation.  For example, if an individual wishes to engage in a reciprocal 
conversation and they meet another individual who dominates the conversation or does not allow 
them to speak, they will likely look for others interested in a two-way dialogue.  Perhaps musical 
individuals who value self-expression and community dialogue choose not to participate in 
scripted music making because they seek opportunities to exercise their own voice in musical 
dialogue.  For these musicians, scripted music making may be too restrictive because it precludes 
the development of new and original ideas and the creation of expressions that by their nature 
cannot be created from a script.  Scripts also typically dictate the content and direction of 
musical conversation in ways that do not support the free expression of musical voice or the 
freedom to be responsive to others in open dialogue.  
 Musical individuals who do enjoy performing scripted expressions may enjoy extended 
periods of expression to a willing audience, but they are limited by both the congruence of their 
self-expression with available scripts (repertoire), and their ability to speak and listen musically 
to others.  This may become problematic if musicians cannot find a piece of music that conveys 
what they would like to express, or fear that how they would interpret a piece may not be 
accepted by audiences who are familiar with traditional interpretations of the piece.  Another 
issue is that musicians are likely to be limited to expressing themselves with others who perform 
in the same genre.  This is particularly true if the musician has not learned how to listen and 
engage in musical dialogue that is a necessary skill for engaging in forms of indigenous, folk, 
and fusion music. 
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 The focus on the external values of scripted pieces and the development of appropriate 
technique has served some musicians well.  It has also alienated some musicians and may have 
left others with underdeveloped musical skills.  In either case, adding free musical improvisation 
to existing music curricula might provide opportunities for musicians to develop the skills they 
need to express themselves and engage in musical dialogue. It is for these reasons that this study 
will examine free musical improvisation as a means to develop the potentially underdeveloped 
skills needed for self-expression and group communication.  The study is therefore situated in 
the pluralistic-relativist worldview, as it is concerned with the internal values of self-expression 
(I) and group communication (we).    
Musical Improvisation: Expressing the Self in a Group Dialogue 
 Free musical improvisation has been used in many music therapy settings because it has 
been found to be a powerful treatment for both psychological (Bruscia, 1987; Wigram, 2004) and 
social-psychological issues (Pavlicevic & Ansdell, 2004; Stige, Ansdell, Elefant, & Pavlicevic, 
2010).  Because musical improvisation has been successful in both individual and group settings, 
adapting it for use in learning environments offers the potential for learners to foster greater self-
referential awareness.  Free improvisation provides an opportunity for individuals to engage in 
participatory music making that is unscripted which allows learners to express themselves 
individually and to engage in musical dialogue with others.  Adding free improvisation to the 
curriculum offers music making opportunities for both musicians who value externally focused 
music making and for those who would prefer internally focused engagement.  It may also be a 
beneficial activity for individuals who experience music performance anxiety (Montello, 2002). 
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Expressive Arts and Art-Based Research to Cultivate Self-referential Awareness 
 If taking the time to cultivate greater self-referential awareness were valued, what tools or 
practices would help learners and educators to explore their own interior realm?  Teacher and 
student reflection is a somewhat common practice utilized by educators, and this typically verbal 
practice certainly has proven helpful in many learning environments.  The arts, however, offer 
reflective approaches that may more efficiently access the non-verbal realm.  As was explored by 
Jung (as described in Chodorow, 1997) the non-verbal realm can reach into the unconscious or 
shadow part of the self that often impacts the learning process.  For example, a learner might 
believe that he or she cannot sing (or do math, etc.).  This belief may not be based upon accurate 
or current assessments of their abilities, but may have developed from a series of events in the 
past held in conscious awareness and/or the unconscious.  If dispelling this belief in some way 
does not occur, it is highly unlikely that the learner will engage in learning in any meaningful 
way.  It is more likely that the learners will avoid learning, or will sabotage him- or herself in the 
learning process to maintain evidence of this belief.  This issue is one that can only be addressed 
on the interior of the individual.  The educator must lead the learner into a process where they 
develop a more accurate assessment of themselves.  This process might best be approached 
through non-verbal arts exploration on the topic that could access conscious and unconscious 
memories that support this belief.  When these memories are acknowledged and reassessed by 
the current version of the self, the old and limiting beliefs may be found to be irrelevant and can 
be replaced with beliefs more supportive to learning. 
 It is at learning moments such as these that expressive arts practices might prove to be a 
beneficial addition to the learning process. Using the arts as a tool for developing greater self-
referential awareness might assist learners in removing blocks to learning, in developing a 
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stronger personal connection to the curricular material, and in dealing with other psycho-social 
or cultural disconnects that may occur in the learning process.  With these issues in mind, this 
study will explore adaptations of expressive arts practices and art-based research in a music-
learning environment.  
Knowing the Self:  Becoming Aware of How Fear Interferes with Learning 
 In the classroom or in any other learning environment, fear may be the greatest obstacle 
to learning.  Created out of the beliefs we have formed from our past experiences, our fears can 
lock us into patterns of mind that relate more to the past than the present moment.  Fearful 
thoughts direct our present focus into the past where painful situations may have occurred, and 
then project them upon the future without taking into account the power of the present moment.  
In the present moment there is often an opportunity to choose alternative action, because the 
conditions either externally (different circumstance) or internally (learning has occurred through 
more life experience) are different than in the past.   Using our minds to amplify irrational fear is 
a misuse of our intellectual capacities, and a waste of our human potential.  Learning how to 
redirect our thoughts away from fear, and maintaining our focus in the present moment to 
whatever may be at hand, may be the most powerful thing a learner might master, and could 
potentially enhance learning in any subject.  Therefore, the learning of and practice of present 
focus is in and of itself an appropriate goal for education. 
 It could be argued that not all fear is harmful to learning, and that it is at times necessary.  
Certainly there are healthy fears that come from previous learning, such as the fear of a hot stove, 
falling from a dangerous height, or in the case of music learning, the fear one has not prepared 
adequately for a performance.  It could be argued that these fears are helpful to learning, and I 
certainly agree.   It is important to differentiate from these healthy fears and irrational ones that 
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come from the misinformed perceptions created by the self or learned from others.   Unhealthy 
fears that become habitual and go unquestioned may be a sign of arrested development, and these 
fears must be addressed and the accompanying beliefs unlearned for new learning to take place.  
This research is concerned with the development of techniques that increase awareness of fear in 
learning in order to provide effective coping strategies and promote resilience.   
 In this study, fear will be examined through techniques developed in the pilot study (see 
Chapter Four).  These techniques, that draw upon the expressive arts and art-based inquiry, are 
designed to assist the participants in becoming more aware of inner dialogue and physical 
sensations in order to better manage the symptoms of music performance anxiety and to learn 
how to maintain present focus during music making.   
Music Learning:  Adding Missing Forms of Music Engagement 	   To balance internal and external purposes for music learning it may be necessary to first 
focus upon forms of engagement that are missing in the current curriculum in order to learn 
about them and to determine ways they might be integrated into practice.  It is for this reason this 
study is primarily concerned with promoting forms of engagement that allow for internal-
individual and internal-collective music learning opportunities.  In this study internal-individual 
music making for self-expression and creativity will be explored in the context of internal-
collective engagement (free musical improvisation) as one possible way to promote these 
previously missing forms. 
 The act of adding new forms of engagement that are unknown, or may require different 
skills and dispositions, may illicit fear for learners. While fear and music performance anxiety 
are examined as an important issue in this research, it is equally important to consider what 
technical skills, musical systems, collective meanings, and individual sensitivities might be 
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learned as a result of engaging in these new forms of music making.  While fear may need to be 
addressed for learning to occur, exploring new forms of music making might expand learning to 
include content and knowledge not previously included in the curriculum.      
Description of the Study 
 
 This study explored the participatory practice of free musical improvisation coupled with 
reflective art response as a means for individuals to create self-knowledge, cultivate self-
referential awareness, and explore learning related to both personal and group creativity.  A 
group of six participants were introduced to expressive arts techniques and conducted art-based 
reflective research of their own musical practice.  Free music improvisation was used as a means 
to create unscripted music making where participants could express themselves and dialogue 
with others in musical conversation.  Expressive arts techniques were used to help participants to 
center and cultivate a deeper sense of their own awareness, as a means to warm-up the group for 
music making, and as a means to transition from music making to self-reflection.  In addition to 
journaling, art-based research techniques were used as a means for participants to reflect and 
document their verbal and non-verbal experiences. 
Purpose of This Research 
 
 This study seeks to determine the usefulness of free musical improvisation, art-response, 
and art-based reflective research as a means to cultivate self-knowledge, self-awareness, and to 
expand the participants’ awareness of the skills needed to engage in participatory music making.  
This research also seeks to examine the fear associated with music performance anxiety as it 
relates to performance and free improvisation that may block or impede the participant’s ability 
to maintain present focus during music making. 
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 The research questions are: 
What are aspects of internal music learning? 
What knowledge is created from internal music learning? 
What are the benefits, if any, of including the creation of and integration of internal 
knowledge in the music curriculum? 
 
In what ways are other arts supportive of internal music learning? 
Overview of Chapters  
 In Chapter Two a review of literature is provided in order to integrate knowledge from 
general and music education with knowledge from the expressive arts and transpersonal 
psychology.  This literature is organized and presented from an integral perspective in order to 
situate these different sets of knowledge as they relate to one another.  Chapter Three describes 
the epistemological and methodological considerations that inform this research study, situates 
the researcher, and provides a detailed description of the methods and protocols used for data 
collection and analysis.  This is followed by a short chapter dedicated to the design of the 
workshop series that was created for this research.  A description of the pilot study will be 
followed by a description of each of the four workshops including a rationale and narrative 
account of each.  Chapter Five provides an introduction to the participant researchers followed 
by their internal interpretations of the workshop as presented through their journal entries, 
comments, which is complemented by my observations.  I then apply the initial research 
questions to this data in order to better understand how the participants viewed the experience.  
Chapter Six outlines an interpretive framework that considers the data from the perspectives of 
multiple worldviews.  Specifically, fear is identified as a form of motivation congruent with the 
values of one worldview, while it proves to be problematic in the workshop designed from a 
different worldview. Chapter Seven provides findings that were identified by looking at both the 
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participant perspectives in Chapter Five, and the interpretive Chapter Six.  Also included are 
implications and recommendations along with considerations for future research. 
26 
Chapter Two: Literature Review 
The following review of literature represents an integrative collection of literature written 
from theoretical, experiential, and practical perspectives that are woven together in a holistic 
approach.  These writings situate the research issues within relevant education and music 
education discourses, while writings on integral theory provide a new framework from which to 
view these same issues.  Writings from the experiential perspective inform the internal aspects of 
this research including those related to the inner dimensions of music making, the expressive arts, 
and art-based research. Practical writings support technical and procedural issues related to the 
purposes of specific practices in music education, music therapy, community music education 
and therapy, as well as the expressive arts.  In the spirit of integral theory, information will be 
presented with soft permeable boundaries between disciplines so that different types of 
knowledge may be considered simultaneously.  This will facilitate an understanding of the 
tensions and synchronicities that occur when the knowledge from different disciplines are held 
together in the same space and time.    
Healthy human development is the underlying concern that warrants this inquiry, 
although the focus here will more narrowly look upon how humans may develop in music 
learning environments.   Drawing upon transpersonal psychology, counseling psychology, and 
the wide range of arts therapies, music learning will be explored for its potential to facilitate self-
referential awareness and to create self-knowledge in appropriate music making situations.  The 
use of arts reflection or art-based reflective research methods will also be explored as a means to 
empower individuals in their own process of development in a group setting.    
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 In the first section I provide a brief summary of Integral Theory (Wilber, 2000a & 2000b) 
to situate and locate the aspects of the theory used in this study.  I will then describe integral 
approaches in higher education and music learning in order to contrast them with current 
practices as viewed through an integral perspective.  In the second section I will look at literature 
that describes music improvisation from various perspectives in order to show how it will be 
approached as a means for self-development.  The third section will explore literature concerned 
with the natural and altered states of consciousness experienced during music making as this 
relates to the integration of previously unconscious knowledge into conscious awareness.  
Finally I will introduce literature from the expressive arts, connect this literature to that on free 
musical improvisation, and discuss how arts-response and art-based reflective research might be 
explored to construct group and self-knowledge, and to cultivate self-referential awareness.   
Integral Theory 
  Overview. A development in the field of transpersonal psychology, integral theory, is 
the result of Ken Wilber’s (Wilber, 2000a & 2000b) mapping of the major psychological 
(western) and spiritual (eastern) theories of development.  The theory suggests that human 
development can be understood by considering five distinct areas (quadrants, levels, lines, states, 
& types).  The first of these five areas, the quadrants, were described in greater detail in the 
introduction (See Figure 1.1 in Chapter One), and refer to four different ways of knowing 
(exterior-individual, exterior-collective, interior-collective, and interior-individual).  Any issue 
can be studied integrally if all four ways of knowing are addressed simultaneously in a relational 
way.  Levels, lines, states, and types, refer to distinct aspects of human development, and can be 
studied in each of the four quadrants for a total of twenty ways with which to consider the “self.” 
	  28 
 Levels. Levels refer to the overall worldview that corresponds to an individual’s stage of 
development.  Wilber found considerable cross-cultural evidence to support that people develop 
and advance through predictable stages or fulcrums. He also found that individuals at a particular 
stage typically view the world in an equally consistent way based upon their cognitive abilities.  
Today most adults in the United States have a traditional, rational scientific, or pluralistic 
worldview.  These worldviews correspond with stages in development (traditional=concrete 
operational, rational scientific=formal operational, pluralistic=post formal operational).  While 
each individual’s overall level accounts for that person’s worldview, variations in personal 
experience and learning account for multiple expressions of worldviews above and below the 
individuals’ median level.  For example, an individual might hold traditional views about 
marriage, rational scientific views about medicine, and pluralistic views about racial or ethnic 
issues.  This variation can be understood by looking at the unique learning history of the 
individual and by considering the growth of each of that person’s developmental lines, as 
described in the next section (Wilber, 2000b). 
 Wilber draws upon Beck and Cowan’s (1996) Spiral Dynamic theory, which is an 
expansion of the work of psychologist Clare Graves (1970). This theory combines human 
developmental theories and the characteristics of major epochs of global histories to consider 
that human development is both a personal and social phenomenon. In other words, these 
theories suggest that the sequence of development through which an individual progresses is also 
the same sequence through which humankind is progressing. In each developmental stage or 
historical epoch there is a dominant worldview from which individuals or cultures view and 
make sense of the world.  As the individual or as humankind evolves, worldview expands while 
also including the previous worldview as development occurs (Wilber, 2000b).  This sequence of 
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development has currently evolved through a number of levels or periods (each with a distinct 
worldview), and in the present time there are individuals at different ages and stages of 
development who view the world from each of these worldviews.   
 According to Beck and Cowan (1996), the traditional worldview values conformity to 
rules and laws that are based upon an absolutist code of conduct.  Rigid social hierarchies, 
fundamentalism, and religious adherence to the “one right way” of viewing issues characterize 
this worldview.  In music curricula this may be seen in early interpretations of aesthetic music 
education that included only the Western Classical canon, and in teaching methods that 
demanded absolute adherence to the codified pedagogy of an authoritarian master teacher or 
conductor. 
 The authors go on to describe how the scientific-rational worldview privileges the laws of 
science, and values tested systems and standardization.  Highly achievement-oriented, this 
worldview values individualism, colonialism, materialism, and therefore has a tendency to 
classify individuals or groups as “winners” or “losers” based upon these value judgments.  In 
music curricula, this may be seen in the National Standards movement; interpretations of praxis 
philosophies that privilege technical and systems knowledge, but fail to include community and 
internal knowledge; competitive festivals; ranked seating placements in ensembles; and in 
research focusing upon best performance practices and tested pedagogies. 
 Beck and Cowan (1996) suggest that the pluralistic-relativist worldview values collective 
communities that promote harmonious relationships through dialogue and consensus.  
Egalitarian, this worldview resists hierarchies, and values pluralism, social constructivism, and 
multiculturalism.  In music curricula, this may be seen in informal pedagogies, the inclusion of 
world and popular music, community music, participatory music, and music for social justice.   
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 Lines. Lines are what Howard Gardner (1983; 1999) would refer to as separate 
intelligences that each individual possesses as potentials for development.  Wilber includes 
Gardner’s list of multiple intelligences (linguistic, logical-mathematical, musical, bodily-
kinesthetic, spatial, interpersonal, intrapersonal, naturalist, spiritual, moral, existential) along 
with others such as Goleman’s (1995) emotional intelligence to create a more comprehensive list.  
For Wilber, getting caught in debates about what qualifies as an actual intelligence, is less 
important than acknowledging that there are individual intelligences that are currently being 
studied both empirically and experientially. 
 In Wilber’s (2000a) “all quadrant, all line approach” (AQAL), learning could occur in 
each one of the lines (intelligences) in all of the four quadrants.  For example, to develop musical 
intelligence (or any of these intelligences), the individual would engage in external and internal 
as well as individual and collective learning activities.  A complete curriculum would then 
support “four quadrant” growth in all lines of development.  According to Wilber, learning that 
does not include opportunities in all of the four quadrants would be incomplete which might 
result in arrested development in any neglected line.   
 States. States refer to an individual’s specific experience of consciousness.  While most 
people spend the majority of their time in natural states such as normal waking consciousness or 
sleep states, we have all experienced altered states when engaged in particular creative acts, 
dreaming, immersions in nature, or meditation/contemplative prayer.  As a person matures they 
have more life experience in which to differentiate different states, however, even young 
children have the ability to experience altered states of consciousness (Wilber, 2000a).  This 
study is particularly concerned with the difference between a music learner’s experiences of 
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making music in a natural waking state of consciousness versus an altered state.  A more detailed 
discussion of these states will be included later in this chapter. 
 Types. Types refer to archetypal patterns, personality traits, and temperaments unique to 
each individual. These types tend to influence human behavior in unconscious ways until 
individuals have matured enough to identify them.  Types are not inherently negative or positive, 
but are patterns that may be expressed in light or shadow.  The Meyers-Briggs type indicator, the 
Enneagram, the Diamond Approach, and Jungian archetypes are all examples of systems for 
identifying and working with types (Wilber, 2000b).   Learning styles (aural, visual, tactile, etc) 
are also an example of types identified by educators (Esbjörn-Hargens, 2010).   All of these 
systems provide individuals with information about their personality traits or habituated patterns 
of relating to or acting in the world.  Identifying one’s types is useful because it empowers 
individuals to expand beyond habituated patterns when they are not suitable or desirable, and to 
rely upon them when they are expressed as strengths.  For example, if an individual identifies 
introversion as a type, they can discern when introversion works and when it does not work, and 
can choose to learn and expand their social skills and coping strategies where needed.   
 While it is helpful to articulate the entire scope of Wilber’s theory here, it is also 
important to note that this study does not attempt to implement a complete integral framework in 
the workshop design or in the research methodology.  To implement the entire framework would 
prove to be too time consuming and complex for the purpose of this more specific inquiry.  Two 
aspects of integral theory however, are used as a rationale for the design of the workshop series.  
The concept of “the four quadrants” is used to support the balancing of all types of knowledge in 
learning environments, or the expansion of current practices to include interior-individual and 
interior-collective purposes for music making.  As Boyce-Tillman (2005) suggests, this is closely 
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linked to personality type as some individuals have a tendency to make sense of the world in 
either internal or external ways.  Also, Wilber’s use of levels of development as they pertain to 
worldview, will serve as an interpretive framework to view the participant data. 
 It is impossible to totally neglect the other aspects of the theory, even if they are not the 
main concern of this inquiry.  For example, this study is primarily concerned with the 
development of musical intelligence as it intersects with the intrapersonal and interpersonal lines 
or intelligences.  This is evidenced in the focus upon musical improvisation (music line), in a 
group (interpersonal line), with a concentration upon inner experience (intrapersonal line). 
Additionally, altered states of consciousness will not be explored in depth, however, this study 
does discuss and explore the difference between regular waking consciousness and creative or 
flow states experienced during music making.  The discussion of present focus as it relates to 
entering into a creative or flow state is explored as well as inner dialogue, guided imagery, and 
body scan techniques used to expand conscious awareness.   
 Integral theory and education. For the educator, being aware of Wilber’s five 
categories of human development and the characteristics of each would be helpful to consider 
when developing curricula.  This might be especially true when looking at learning across the 
entire lifespan.   In Chapter One, I discussed how systems of education have typically privileged 
external ways of knowing over internal ways of knowing.  As a means for providing a context 
for integral education curricula, I will summarize its application in higher education and in music 
education.  These examples will then be contrasted with a look at traditional music learning and 
therapy practices as seen from an integral, four-quadrant, perspective. 
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Integral approaches in education.  
 
 “Integral Theory is interested in the participatory relationship through which multiple 
 ways of knowing the myriad dimensions of reality occur through various methods of 
 inquiry” (Esbjörn-Hargens, 2010, Chapter 5, Section 1, para 2).   
 
 Integral approaches were first applied in higher education in the United States at the 
California Institute for Integral Studies (CIIS) in San Francisco, where Aurobindian principles 
have been at the core of the universities programs since its inception in 1968. Sri Aurobindo was 
an Indian philosopher and guru who developed a human evolutionary practice called Integral 
Yoga in the early part of the twentieth century that Wilber and other integral theorists have 
expanded upon in their work.  Later in 2006, JFK University (JFKU) in San Francisco began a 
graduate program in integral studies that was based upon Wilber’s Integral Theory.  There are 
also a small number of private colleges and elementary schools who have courses or curricula 
designed upon integral principles (Esbjörn-Hargens, Reams, & Gunnlaugson, 2010b). 
 Integral approaches are rarely cited in mainstream or holistic education literature, 
however, there has been an increase of publications since 2006 when the journal ReVision: A 
Journal of Consciousness and Transformation did a double special edition on integral education 
and the Journal of Integral Theory and Practice published a special issue in 2007.  Since 2007, 
there has also been a small annual seminar on integral education held in Washington State 
(Esbjörn-Hargens, Reams, & Gunnlaugson, 2010b). Scholars who have written extensively about 
integral education include Sean Esbjörn-Hargens, who was responsible for the development of 
the graduate program at JFKU, and an editor/co-author of a book on the topic (Esbjörn-Hargens, 
Reams, & Gunnlaugson, 2010a); and William Torbert, who created a course focused upon first, 
second, and third person action research methods at Boston College (Steckler & Torbert, 2010).  
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 Integral theory and music learning. Integral education has been applied to music 
education in two cases to date.  First, in the year 2000 at the University of Michigan, Ed Sarath 
developed a Bachelor of Arts curriculum in Jazz and Contemplative Studies (Sarath, 2010).   
This program focuses upon jazz improvisation and contemplative practice as an approach 
towards integral education in music.  Sarath asserts that musical improvisation is a second person 
(we) quadrant activity that naturally has first person (I) quadrant, and third person (it/its) 
quadrant correlates.  He believes that improvisation and contemplative practice are uniquely 
poised to open the individual to a full spectrum of conscious experience through a “four quadrant” 
integral approach.  I will provide a more detailed account of his work in the next section on 
musical improvisation. 
 The second application of integral theory to music education was a dissertation written by 
Margaret Mell (2010) at Temple University.  In this dissertation, Mell explores spirituality in 
music education as viewed through an integral perspective.  She summarizes various 
philosophical approaches to spirituality in music education, incorporates Sarath’s perspectives 
upon musical improvisation and contemplative practice, provides a philosophical discourse on 
integral theory and music education, and conducts an integral “four quadrant” analysis of the 
Spirituality Symposium of the International Society of Music Education, held on July 2008 at the 
ISME Conference in Bologna.  While Sarath explores free improvisation and meditation directly 
in the undergraduate curriculum, and Mell provides a philosophical framework and an integral 
analysis of the papers presented at the ISME symposium, neither has explored the integration of 
free musical improvisation and the expressive arts in the learning process as is the case in this 
study. 
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 The work of Sarath and Mell, both touch upon spirituality in that they implicitly or 
explicitly state respectively, that the (I) quadrant experience of altered states of consciousness 
during music making is often viewed as spiritual experience.  As Wilber is quick to point out, 
individuals interpret spiritual experience both from the worldview that they are currently situated 
based upon their developmental level, and through their own socio-cultural perspectives.  It is 
impossible to discuss the cultivation of self-knowledge, self-referential awareness, and altered 
states of consciousness in music learning without some viewing this work as spiritual, as music 
has been used to invoke altered states of consciousness in both Eastern and Western spiritual 
practices, and those who engage in these practices for spiritual purposes are likely to label it such.  
I certainly honor this perspective, but will attempt to approach these issues in a way that respects 
and opens a space for multiple perspectives and worldviews.  It is important to note that the 
transpersonal and integral psychology on which this study is based, embraces a holistic 
psychospiritual approach to human development that does not separate the mind/body/spirit. 
 Music making: A “four quadrant” view. In this section I will look at music education, 
music therapy, community music and therapy, as well as music making approaches for personal 
development.  The purpose of this is to locate the foci of these approaches within the four 
quadrants in order to view how well they might employ an integral approach.  By examining 
each of these sub-disciplines in music it might be easier to understand what aspects of each 
might contribute to the cultivation of an integral approach to music learning. 
 Music education.  A “four quadrant” view of the discipline of music education 
demonstrates that like many other areas in education that common practices and philosophies 
largely focus upon learning in the exterior quadrants.  While it is impossible not to have some 
learning in all of the quadrants at any given moment, music education has also privileged the 
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exterior quadrants.  In the (it) quadrant doing or memorizing (the acquisition of technique and the 
learning of cultural content) is the focus, and the result has been that many music learners are 
successful at performing previously written music with high levels of technical achievement.  
There is also a strong focus in the (its) quadrant where navigating and negotiating systems is 
central to music learning.  Here successful music learners have navigated through external 
performance standards, auditions, competitions, and know how to negotiate large ensemble 
hierarchies.  Clearly, the focus on the (it) and (its) quadrants has been successful in educating an 
elite group of music learners who resonate with the music of the dominant culture and thrive 
upon strong external motivations.   
 To balance exterior quadrant dominant approaches, it is important to first consider what 
values might be missing that are unique to each of the interior quadrants.  In the (we) quadrant 
there would be a necessary emphasis on equitable group collaboration and shared meaning 
making.  Music making would be primarily about making and creating something new as a group. 
This is fundamentally different from learning about previously created cultural artifacts such as 
pieces of music or recordings, and memorizing the agreed upon interpretation of the meaning of 
that work.  What makes this learning different is the interior-individaul (I) and interior-collective 
(we) knowledge that is a requirement for the creation of new meanings, artifacts, and knowledge.  
In the (we) category, the learner is not a blank slate to be written upon, but is valued for bringing 
personal and unique cultural knowledge into the learning experience (Campbell, 2010).  Each 
individual’s knowledge is valued equally with all other’s individual knowledge and these 
knowledges are contributed in a dynamic and dialogic discourse.  An example might be in an 
improvisation where each person contributes a unique expression in a composite of expressions, 
or a unique group interpretation of a notated piece or recorded work (a cover song).   Music 
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making in the (we) space becomes a community expression original to that community and can 
be used to create community solidarity and identity.   
 In addition to the inclusion of collaborative and participatory (we) quadrant music 
making, a focus upon (I) quadrant music learning is also needed to achieve balance in all four 
quadrants.  The purpose of music making in the (I) quadrant is for the creation and expression of 
personal meaning and to deepen self-understanding.   The focus of music making here is on the 
expression of feelings, original ideas, and for self-reflection.  Music learning in this quadrant is 
therefore most directly related to the creation of self-knowledge and self-referential awareness.   
Examples of (I) quadrant music making include songwriting, solo improvisations, meditative 
music making, using music to enter altered states of consciousness, and the use of sound making 
in healing and spiritual ritual. 
 Music therapy: Music in the (I) quadrant. The discipline of music therapy has been 
focused upon development in the (I) quadrant since its creation in the 1940’s when music 
therapy was first used as a holistic treatment for persons who were mentally ill.  By the 1960’s 
music therapy was expanded as a treatment for developmentally disabled children and adults, the 
physically disabled, and sensory impaired individuals. In the 1990’s music therapy was also 
being used with the elderly, to treat individuals with medical conditions, and to rehabilitate 
incarcerated persons.  Since that time, treatments have been developed for persons with AIDS, 
those with substance abuse problems, and those with terminal illnesses (Davis, Gfeller, & Thaut, 
1999). While music therapy treatments have been designed for individuals with physical and/or 
psychological issues, many of the treatments can also be modified to assist persons with no 
debilitating illness or pathology.  I will focus upon the healing practices created by music 
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therapists that can be used for psycho-educational purposes or could be implemented by 
individuals, educators, or community facilitators to assist individuals with human development. 
 Specific practices that can be used to promote healthy development are the use of 
songwriting, improvisation, Helen Bonny’s Guided Imagery and Music (GIM) technique (Bonny, 
2002; Bonny & Savary, 1990), as well as other transpersonal approaches.   I will focus upon 
improvisation, GIM, and additional transpersonal approaches as these most directly relate to this 
study.  An introduction to therapeutic improvisation will be followed by a discussion of the trend 
in music therapy towards transpersonal approaches. 
 Therapeutic improvisation. Musical improvisation has been one of the most commonly 
used treatments in music therapy.  It was developed as a treatment in the 1960’s by Paul Nordoff 
and Clive Robbins, (founders of the Nordoff-Robbins School), was developed further by Juliette 
Alvin and Mary Priestly in England during the 1970’s (Wigram, 2004), and was expanded upon 
by many others.  Kenneth Bruscia (1987) details over twelve distinct improvisational models 
used in music therapy in his seminal book Improvisational Models of Music Therapy. Because 
each model was developed for a particular population with a specific pathology each was 
developed from psychoanalytic, existential, developmental, humanistic, gestalt, wellness, and/or 
other orientations (Bruscia, 1987).  Most of these approaches have since been modified and 
expanded for use with multiple populations, ages, and issues making some of them also 
appropriate for additional clinical, recreational, and educational purposes.  While each approach 
is distinct, common features relevant to our focus include (a) a focus on making sound or music 
in present time or in the “here-and-now;”  (b) sound or music making that functions as an 
expressive form to communicate emotions or non-verbal material with others with or without 
additional verbal communication; (c) to explore problematic material such as repressed or 
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suppressed emotions, inhibitions, reactive behaviors or coping mechanisms, and/or personality 
traits that present problems in living; (d) to develop spontaneity and creativity in dealing with 
one’ personal behavior to experiment with new more fulfilling patterns of behavior; (e) to 
integrate various aspects of the self including the senses; internal and external knowledge; the 
mind, body, and spirit;  unconscious and conscious material; the non-verbal and verbal; and the 
self and other.  These features deal specifically with the transformative work of transpersonal 
development, and it is therefore useful to draw upon the appropriate aspects of each model in 
developing an integral model for music learning. 
 While many of these models were originally designed for use with the therapist client 
dyad, many can be modified for or have been used in group therapy.  An early example of music 
in group therapy is detailed in, The Creative Use of Music in Group Therapy by Tom Plach 
(1980).  Since that time improvisation groups have become more prevalent as group therapies 
have been found to be more effective at treating psychosocial issues (Yalom, 2005, Corey, Corey, 
& Corey, 2010).  An increasing number of applications for and approaches to group music 
improvisation are evidenced in a growing number of books on the topic (Aigen, 2005; Gardstrom, 
2007; Pavlicevic, 2003; Wigram, 2004).  Group improvisation is a main feature of many 
community music therapies as will be discussed in the improvisation section of this chapter. 
 Music therapy and transpersonal development. Thus far, I have looked at music 
education and therapy from a singular “four quadrant” perspective of the music line of 
development.  As discussed previously, individuals have many lines (intelligences) that develop 
simultaneously.  For example, the interpersonal line is of concern in music making in the (we) 
quadrant, and many music therapists, community music therapists, and educators use music to 
foster the development of this line in addition to the music line.  Because music therapy was a 
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relatively new discipline in the late 1960’s, simultaneous advances in transpersonal and 
community psychology influenced its development.  It is therefore, significant to our discussion 
to include the spiritual line as it relates to music therapy, and because this study explores altered 
states of consciousness as they occur in the music learning process.   
 Before I proceed into the discussion of the transpersonal, is important to clarify that it is 
not my intention to equate spirituality with any religious practice, but to take an open approach 
that invites individuals from different worldviews and cultural perspectives to consider how they 
might relate to their own states of consciousness while learning or making music.  Specifically, I 
will focus upon the aspects of spirituality that relate to the cultivation of self-knowledge and self-
referential awareness of these mental/spiritual states.  Including spiritual intelligence here is 
consistent with a holistic transpersonal psychological approach that does not rigidly separate the 
self into the mind, body, and spirit.     
 Therapeutic approaches to transpersonal development. While improvisation may be 
viewed as a treatment that can support the whole range of development, there are specific 
approaches designed for transpersonal development.  Since music therapy originally was focused 
upon treating those who had mental or physical delays many of the approaches specifically deal 
with developmental problems.  However, as the discipline developed and expanded to include 
additional treatment populations and was influenced by the community psychology focus upon 
abilities rather than disabilities, many music therapists began to adapt music therapy techniques 
for children and adults with relatively normal functioning to nurture and support transpersonal 
development for health and wellness.  This more expansive vision was articulated in Barbara 
Crowe’s book, Music and Soulmaking: Toward a New Theory of Music Therapy (2004) where 
she integrated multiple approaches based upon different research and philosophical traditions 
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towards a more holistic theory for the discipline. Drawing upon the work of Wilber (1996) and 
others she began the work towards an integral theory of music therapy.  Crowe did not use the 
term integral, however her work is clearly influenced by Wilber’s writings, and was developed 
during the same time he was building his integral model.   
 The following year June Boyce-Tillman (2005) wrote Constructing Musical Healing, 
which I include here because the book describes a transpersonal view of community music 
making similar to Crowes’s, although Boyce-Tillman integrates ethnomusicology and music 
education literature in her writing as well.  Boyce-Tillman illustrates how music has been 
historically used in community settings for healing in rituals led by musicians who were 
considered shamans or healers.  She demonstrates how internal purposes for making music might 
be included in community settings to support transpersonal development and healing.        
 The trend to expand and include spiritual or transpersonal purposes for therapies is also 
seen in the wider arts therapy disciplines as many of the leaders in those fields began to write on 
the topic around the same time.  In art therapy Shaun McNiff (1992, 2004) wrote about 
shamanism and how the imagination was a vehicle for soul healing.  Pat Allen (Art is a Spiritual 
Path, 2005), Ellen Horovitz (Spiritual Art Therapy, 2002), and Cathy Malchiodi (The Soul’s 
Palette, 2002) each wrote books on the sacred, alternative, and transformative aspects of art 
therapy.  In the expressive therapies, Rogers discussed the Universal Energy Source in her book 
The Creative Connection (1993), and in Minstrels of Soul, Knill, Barba, and Fuchs (2004) 
suggests that the work of expressive therapy is “soul healing.”  Before this more mainstream 
movement occurred, however, there were individuals who were working on developing music 
therapy (and other arts therapies) in service of spiritual development or the healing of the soul.  
The work of these persons will be discussed further in the section on music and consciousness. 
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 Guided Imagery in Music (GIM).	  A clearly post-modern approach, GIM emerged in the 
early 1970’s as a non-chemically induced means for achieving altered states of consciousness in 
the pursuit of greater inner knowing or Enlightenment.  Developed by music therapist Helen 
Bonny, this technique of evoking imagery through music listening is used to guide individuals in 
a healing or personal growth process.  Because this approach specifically addresses the 
development of higher or more complex states of consciousness, it is a transpersonal therapy, 
however, it has been found to be a successful treatment of psycho-social and psycho-somatic 
illnesses as well (Bonny & Savary, 1990). GIM is included here because it is the most developed, 
field-tested, clinically researched method of using music in the service of transpersonal healing 
and development.  	  
 First developed and field-tested with normally functioning adults, the approach utilizes a 
specific procedure to induce altered states of consciousness while listening to recorded music.  
There is a similar procedure for self-induction and group-induction led by a facilitator that 
involves the following: (a) the “Prelude” that includes the gathering of personal history, an 
explanation of the process, and the setting of goals for the session; (b) an “Induction” that 
includes a relaxation and focusing period; (c) the “Music Program” that includes a 20-40 minute 
guided experience with recorded music; and (d) a “Postlude” that includes a return to normal 
consciousness, an integration activity (report of imagery, mandala drawing, verbal sharing), and 
reflection on personal and session goals (Bonny, 2002).   While this method was originally 
proposed for use by teachers in schools to expand the listening to music in music appreciation 
classes (Bonny & Savary, 1990), the GIM method now requires a three-year training program at 
the Institute for Consciousness and Music.  This program typically accepts only those in clinical 
psychology or expressive arts therapy disciplines.  While this specific method is not one that 
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could be utilized in schools by music teachers, there are many appropriate adaptations of the 
method some of which might be appropriate for use with school-aged persons (Merritt, 1996).   
More importantly, this method is most appropriate for adults engaged in healing or those 
interested in transpersonal development.  It is included here because this work informs aspects of 
the music reflection activities that will be detailed in Chapter Four.  Bonny’s research also 
complements Wilber’s states to provide a more comprehensive view of consciousness in music 
making, as will be discussed in a later in this chapter. 
 Additional transpersonal approaches.	  There are also numerous interactive approaches 
that utilize music in a variety of ways.  Louise Montello’s Essential Musical Intelligence (EMI) 
is an approach that spans both personal and transpersonal levels of development. This approach 
involves developing greater awareness of the energy body or subtle energies; creating songs and 
chants that are original expressions of the soul; using music meditation practices; improvising 
solo or with others; and using silence to facilitate healing or well being (Montello, 2002).  
Similarly, David Perret (2005) has developed a psycho-energetic approach that involves 
improvisation with a therapist or in a group for the purpose of balancing the mind/body/spirit.  
Both Montello and Perret draw upon music therapy research, neuroscience, esoteric knowledge 
related to music and healing, and practices from the world’s spiritual traditions to create holistic 
treatments for personal development.	  
 Joanne Crandall, a jazz musician who retrained as a music therapist after a successful 
performance career, wrote a self-help book inspired by her own process of becoming 
reconnected with her musical self after experiencing burn-out as a performing musician 
(Crandall, 1986).  This book contains a series of straightforward discussions about various 
aspects of music and the self, followed by music meditations and exercises designed to guide the 
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self towards deeper inner awareness and oneness.  While this book does not connect to the 
research literature, it is clear that it is based upon the personal inquiry the author explored with 
the guidance of both music therapists and spiritual teachers.   
 Finally, there are three additional resources worth mentioning that directly deal with 
esoteric knowledge related to music and spiritual development.  Hamel (1979) and Berendt 
(1983) each present a theory of consciousness expansion based upon the ancient writings of both 
Eastern and Western mystical traditions. Stewart (1987) presents a similar book based upon the 
work of Western thinkers and mystics. All three books approach music or sound as a 
foundational aspect of being that has a direct relationship with the well being of the 
mind/body/spirit.  While these authors are not music therapists or researchers, they do provide in 
great detail the esoteric knowledge drawn upon by Montello (2002), Perret (2005), Crowe (2004), 
Crandall (1986), and other music therapists.   
 Many of these (I) quadrant sources of knowledge have been discounted since modernity 
because there has been little scientific verification of this knowledge.  Currently, however, 
research in neuroscience and the field of psychoneuroimmunology are building evidence that 
supports a basis for many of the claims put forth by the esoteric traditions (Crowe, 2004, Koen, 
2009).  Even if the neurosciences or quantum physics do not ultimately prove in a scientific way 
these truth claims, an integral view would allow for this knowledge to be tested through personal 
experiential experimentation (Wilber, 2000a).  This is necessary, as transpersonal experiences 
are reported to have their own criteria for verifying internal truths (Wilber 2000b) and may not 
be verifiable using scientific methods. 
 Community music education and therapy:  Music in the (we) quadrant.	  A post-modern 
development, the sub-disciplines of community music education (Higgins, 2012) and community 
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music therapy (Pavlicevic & Ansdell, 2004; Stige, Ansdell, Elefant, & Pavlicevic, 2010) have 
been developing since the late 1960’s.  Both disciplines employ similar practices and share the 
common aim of building and exploring community through group music making.  Before 
describing their unique contributions, it is important to discuss developments in community 
psychology that contributed to the shift from individualistic to community models of learning 
and therapy.	  
 Up until this time, in clinical psychology the focus was on the analysis of the individual 
from a third person stance [person as an object (it)].  In applied psychology the focus was on the 
analysis of the individual’s micro-systems [person and others as objects (its)] such as the family 
or peer group.  In either case, individualistic explanations of behavior and strategies for change 
(a Western cultural orientation) were not situated within collective or macro-systems (typical of 
non-Western collectivist cultures) (Nelson & Prilleltensky, 2010).   Community psychology, 
however, expands from external perspectives to include internal perspectives as it takes into 
account how individuals are always operating within various, complex, and varying contexts that 
effect their health and well being (Bronfenbrenner, 1979). 
 Because it was informed by a post-modern worldview, the discipline of community 
psychology that emerged had very different goals for the promotion of mental health including 
the promotion of competence and well being through self-help, community development, and 
social and political action.  This shift helped to reframe psychological issues in several important 
ways.  When individuals are not seen apart from their social context, individual behavior can be 
seen within a set of social conditions.  Because of this the modern tendency of blaming the 
victim is reduced, and issues of community health and well being are seen as a part of individual 
psycho-social health and development.  Community psychology also inverted the tendency to 
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diagnose individuals (which sometimes led to marginalization), and moved to a practice of 
focusing on strengths and abilities.  Because community psychology emphasizes active 
participation, choice, and self-determination it is based upon the idea that with the proper support 
people can discern what is best for their self, family, and community (Nelson & Prilleltnesky, 
2010).  This pluralistic-relativist way of approaching these issues continues to challenge the 
scientific-rational worldview of which much of psychology is based.   
 Community music therapists, like community psychologists, embraced the pluralistic-
relativist worldview and began to depart from mainstream music therapy that still continues to 
practice treatment using the therapist client dyad and individualistic treatment plans.  As a result 
they developed community-based groups to promote health through music making.  Community 
music facilitators similarly focused upon establishing inclusive music making opportunities that 
included group creativity and collaboration, where musical growth was not more important than 
social and personal growth.  While community music therapy is still more concerned with 
promoting mental health or psychosocial development, and community music is more concerned 
with promoting musical growth, both they expanded their original focus to include the other.  In 
other words, community music therapists expanded the transpersonal line of development to 
include the lines of musical and interpersonal growth.  Community music facilitators expanded 
from their original focus on musical growth, but ceased to put that development in front of 
psychosocial and interpersonal growth.  It is for this reason, it is sometimes difficult to 
distinguish the difference between community music therapy and community music in a practical 
sense.  Both strive to create a sense of connection in communities through hospitality (Higgins, 
2012), democratic processes, and communitas (a sense of belonging) (Pavlicevic & Ansdell, 
2004; Stige, Ansdell, Elefant, & Pavlicevic, 2010). 
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Musical Improvisation in a Group:  A Balanced “Four Quadrant” Approach 
 Now that we have located the various aspects of music education, music therapy, and 
community music (education and therapy) in the four quadrants, it is now possible to consider 
what aspects or strengths of each could be employed to create a “four quadrant” or integral 
approach to music learning.  From music education, it is natural to incorporate the focus upon 
technique (it) and systems (its) that is the hallmark of current practice.  From music therapy, it is 
helpful to add the clear focus upon individual growth and development (I). From community 
music, we learn to create a safe and hospitable space for community dialogue (we).  If we look 
for a way to unite the strengths of these disciplines, musical improvisation is a form of 
engagement common to all that could be expanded upon to provide accessibility to music 
making for nearly everyone (MacDonald, Wilson, & Miell, 2012).   
 In order to describe how musical improvisation might be key to an integral approach, I 
will first offer a description of the unique and common aspects of musical improvisation in each 
of the disciplines of music education, music therapy, and community music. Next I will discuss 
what forms of improvisation would be appropriate from an integral perspective.  I will conclude 
this section with examples that might be considered integral or could be easily adapted or 
combined to create an integral approach. 
 Improvisation in music education.	  Traditional approaches to improvisation in music 
education in the United States have taken different forms ranging from genre specific practices 
such as jazz performance in secondary education, to non-genre specific forms such as Orff or 
Dalcroze that are usually found in primary education.  Campbell (2009) suggests that there are 
three operational definitions or approaches common in the music education context, 
“improvising to learn music, learning to improvise music, and improvising music to learn.”  She 
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explains that, “improvising to learn music” is an approach with an external goal, the acquisition 
of musical skills or repertoire.  “Learning to improvise music” also has an external goal, the 
ability to use acquired skills in a genre specific context.  “Improvising music to learn” has an 
internal focus, to learn about the self and others.  Improvisation for this purpose privileges 
activities that explore inter and intrapersonal skills such as musical dialogue for communication, 
and music making to create self-knowledge or cultivate self-referential awareness.  Current 
music learning practices in the United States tend to focus upon “improvising to learn music,” as 
is the case in primary music education, and “learning to improvise music” as is the case in 
secondary music education.   While “improvising music to learn” might be employed by 
generalist teachers in some cases, it is most common in music therapy and community music 
contexts as will be described below. 	  	   Characteristics of improvisation in therapy.	  Improvisation as therapy or in therapy is 
typically not a genre specific expression.  Rather, it is a musical event similar to free jazz where 
there are few predetermined musical referents and each individual in the duo or group adapts to 
the contributions of the others on the spot (Pavlicevic, 2000). Bruscia (1987) states that 
improvisation in a therapy context is:	  
 inventive, spontaneous, extemporaneous, resourceful, and it involves creating and 
 playing simultaneously.  It is not always an ‘art’ however, and it does not always result 
 in ‘music’ per se.  Sometimes it is a ‘process’ which results in very simple ‘sound  forms.’  
 Music therapists strive to improvise music of the highest artistic quality and beauty, 
 however, they always accept the client’s improvising at whatever level it is offered, 
 whether consisting of musical or sound forms, and regardless of its artistic or 
 aesthetic merit (p. 5-6). 
 
  In such an improvisation music becomes a direct method for non-verbal communication 
between and among the participants (Ansdell, 1995).  While it is typical for these improvisations 
to occur with individuals who possess some level of musical skill, it is also possible for persons 
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with low skill levels to participate cultivating what Knill, Barba, and Fuchs (2004) refer to as 
“low skill, high sensitivity” expressions (p. 150). Ansdell (1995) states, “Improvising allows 
music-making to begin at a level which is both suitable and possible” (p. 22).   
 While improvisations in therapy are not for the purpose of creating performance quality 
music, they are opportunities for those participating to create an intimate interpersonal but non-
verbal communication via sound (Pavlicevic, 2000).  Improvisation for this purpose is therefore 
not focused on acquiring technical skills or mastering cultural or genre specific information, but 
is focused more on self-expression and effective communication (listening and responding to 
others in the group).   	   Improvisation in community music.	  Similar to that of music therapy, improvisation in 
community music is often free improvisation that ranges from unstructured to semi-structured 
music engagement depending upon the experience and dispositions of the participants 
(Pavlicevic, 2003).   Because community music is more participatory and egalitarian, the goals 
and purposes of music making are unique to each group and each episode.  In general, facilitators 
support the organization of groups and the acquisition of appropriate resources, but do not lead 
the group per se.  This hospitable and open approach supports a democratic environment for 
music making that does not exclude participants of varying levels of musical ability. 	  	   Musical improvisation for a balanced integral approach.	  MacDonald, Wilson, and 
Miell (2012) state that improvisation “affords an egalitarian view of musical expression and 
communication based upon exchange and negotiation of novel ideas” rather than an exclusive 
focus upon skill development, and that it is an approach “whose time has come.”  There are a 
growing number of composers, philosophers, ethnomusicologists, music educators, and 
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researchers who are arriving at similar conclusions about the value of free improvisation as a 
form of engagement that fosters group communication and facilitates personal growth.   	  
 Composer Pauline Oliveros (2008) believes that creative (free) improvisation 
“communicates collective musical intelligence as an energy field (p. 292).” Like Teihard de 
Chardin’s concept of the noosphere (De Chardin, 2011), this energy field might be compared to 
Jung’s description of the collective unconscious (Chodorow, 1997). In Oliveros’s view, the non-
verbal creativity the emerges from musical improvisation “carries new combinations and 
possibilities that are now expanding and extending throughout the world” (2008, p. 293).   
Seeing improvisation as a means to collaborate across cultural, geographic, and physical barriers, 
Oliveros expands upon de Chardin’s concept of the noosphere, and proposes a global sonosphere 
capable of “fostering feelings that can help unite humanity with the intelligence of evolution” (p. 
294).  This view of the power of improvisation resonates clearly with integral thought, as it is 
concerned with the healthy evolution of humanity from this more global worldview. 
 There are several music education philosophers that focus upon the need for internal 
learning opportunities such as free improvisation.  Both Estelle Jorgensen (2003) and June 
Boyce-Tillman (1996, 2000, 2004, 2009) have written specifically about balancing external and 
internal ways of knowing.  Jorgensen proposes, “artistic, information-based, and symbolic-
centered ways of meaning [be] included alongside scientifically oriented, factory-based, and 
technocratic worldviews” (p. 140).   Boyce-Tillman has written about the need for the inclusion 
of the transcendent potentials of intercultural dialogue (1996), and calls for a student-centered 
music education that focuses upon the well being of the musical self (2000).  In her paper 
Towards an Ecology of Music Education (2004), she proposes a participatory form of music 
education that makes room for the expression of the individual, situates the individual in 
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community, includes process-based engagement that is nurturing, and allows for the more 
holistic transpersonal view of the mind/body/spirit.  Also in this paper, she describes a project in 
music ecology called The Healing of the Earth that is an improvised community music event.  In 
a later paper (2009) she discusses the power of music to create a liminal space where the music 
maker is able to transcend normal states of consciousness in group music making.  Although she 
does not connect to Wilber’s integral theory here, she describes what she calls the “four areas” 
(materials, expression, construction, and values) as aspects of music experience.  Based upon the 
descriptions she offers of each, it is reasonable to connect “materials” with the (it) quadrant, 
“expression” with the (I) quadrant, “construction” to the (its) quadrant, and “values” with the 
(we) quadrant.   
 Panagiotis Kanellopoulos specifically focuses upon free improvisation in two 
philosophical papers on the topic.  In the first (2007), he draws upon Arendt’s concept of 
communicative action and sees “free improvisation as way of transforming the music classroom 
into a democratic realm in the pursuit of freedom” (p. 114). He also suggests that improvisation 
“creates a model of being and playing together that enables children to act,” and that 
“improvised musical action might be a way of empowering the children to create an intimate 
sense of personal meaningfulness in their relationship to music (114).”  In the second paper 
(2011), he draws upon Russian philosopher Mikhail Bakhtin to assert that music improvisation 
might cultivate an attitude of consciousness that views music making as an “obligation to explore 
the unknown,” and “to search for freedom through the responsibility to attend to the uniqueness 
of irrevocable musical acts” (p. 113).  He argues that this dialogic form allows for problem-
positing in a free and open public space, and that this type of improvisation is absent from fear 
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engendered by monologic, problem-solving approaches common in traditional music education 
practice (2011). 
 While there are varying definitions, ethnomusicologists tend to view musical 
improvisation as the generation of spontaneous musical material in real time in a negotiated 
communal space (Nettl & Russell, 1998; Berkowitz, 2010).  Like Oliveros, Turino (2008, 2009) 
describes participatory music (free improvisation) as a field of interaction.  Specifically, he states 
that it is “a special type of art in which there are only participants and potential participants in a 
face-to-face situation,” where there is an ethical priority to involve everyone and where success 
is determined by the level of participation (Turino, 2009, p. 108-109).  Turino calls upon 
Gregory Bateson’s (1972) evolutionary view of the arts as “a special form of communication that 
has an integrative function—integrating and uniting the members of social groups but also 
integrating individual selves, and selves with the world” (Turino, 2008, p 3).  For music making 
to serve an integrative or evolutionary function, it is clear that it must include (we) and (I) 
quadrant purposes and engagement. 
 Turino (2008) also makes a distinction between participatory and presentational music 
making, the first being a communal real-time event, and the latter being rehearsed and highly 
organized music making intended for an audience.  In formal music learning settings, there has 
been a focus upon presentational music making, where participatory music making has typically 
occurred in community settings.  Solis (2009) observed that highly skilled musicians trained in 
the Western classical tradition are often unable to improvise.  Perhaps this is because they have 
focused almost exclusively upon presentational forms or external purposes for music making.   
 A related study in neuroscience investigated the improvisation of notated classical music 
and audience engagement, and found that improvised renditions increase musical communication 
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between performers and audience members (Dolan, Sloboda, Jensen, Crüts, & Feygelson, 2013). 
While this research did not study free improvisation, is important to reference because of its 
findings regarding classical performers engaged in improvisation: When these classical 
performers improvised a piece of music, the centers of the brain associated with motivation and 
free-will were activated. Alternatively, when they performed the same piece of music as notated 
these areas were less active and areas associated with sustained attention were more active (as 
evidenced in EEG data). This suggests that musicians may be more able to access intuitive and 
internal ways of knowing while improvising. Another finding that is important to highlight is 
that the audience members responded similarly, and reported that they preferred the improvised 
versions of the same pieces.  This was evidenced both in EEG data and the audience verbal 
responses to the two versions of the pieces.  The authors state, “the similarities between the 
cortical activation patterns of musicians and listeners suggest that that both groups experience 
correlated cognitive changes during improvisation compared with prepared musical performance” 
(p. 13).  This is important because it demonstrates that improvisation may facilitate a higher level 
of connection between individuals.   
 In the field of music education, teachers have been encouraged to place a greater 
emphasis upon improvisation in the curriculum since the introduction of the National Standards 
for Music Education in the early 1990’s (NAfME, 2012).  While many educators tend to view 
improvisation as a genre (jazz) or practice specific (Orff or Dalcroze) form of engagement, a 
growing number of practitioners and researchers have advocated for free improvisation.  Kratus 
(1991) suggests that there are seven levels of improvisation common in music education practice.  
Although he does not mention free improvisation directly, the “exploration”, “process-oriented”, 
and “personal improvisation” levels he outlines are consistent with the aims of free 
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improvisation. Volz (2005) also suggests an exploratory approach to teaching improvisation that 
is consistent with free improvisation.   
 Hickey (2009) questions music education practices that approach improvisation as a skill 
that can be taught in the same way as other techniques.  Rather, she views improvisation as a 
disposition that can only be nurtured through stimulating experiences that are facilitated and 
coached.  She asserts that most improvisation in schools is not “true” improvisation, and 
specifically points to free improvisation as a necessary way to learn freedom and foster self-
actualization.  Borgo (2007) takes a less extreme stance and offers an ecological model similar to 
Boyce-Tillman (2004).  In his view, free improvisation allows for a holistic perspective that has 
the power to approach complexity in such a way as to escape from dualisms such as teaching 
technique versus facilitating experiences.  Lines (2005) views improvisation as cultural work, 
that provides an escape from the dualisms of text and context through dialogic interactions that 
are unpredictable. 
 Also focusing upon the dialogic nature of group creativity in music, Sawyer (1999, 2006) 
explores the (we) quadrant aspects of group improvisation.  Comparing improvisation to 
conversation (1999), he suggests that group improvisation might foster the development of a 
wide range of both musical and social skills.  He suggests that taking a group rather than an 
individualistic approach to music making allows for opportunities to experience unpredictability 
and collaboration, for experience with motivic structures or the use of musical memes or clichés 
in musical dialogue, and for collaborative emergence of a unique group product.  Sawyer (2006) 
develops these ideas further to suggest three characteristics of group creativity, improvisation, 
collaboration, and emergence.  Citing these characteristics, he suggests that solitary 
individualistic practice of technique is incomplete, as improvisation allows for the practice of 
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musical conversation, collaboration allows for the acquisitions of conversational patterns, and 
emergence allows for the development of new ideas. 
 As was briefly mentioned in Chapter One, Susan O’Neill (2012a) proposes a theory of 
transformative music engagement in her book chapter in the new Oxford Handbook of Music 
Education.  While she does not mention free improvisation or any other form of engagement 
specifically, she draws upon critical educators who work with “zones of interaction or contact 
zones” as a means for creating a safe space for individual and group transformation. O’Neill calls 
for “pedagogical approaches that can act as catalysts rather than constraints, for expanding 
equitable learning opportunities that are reflective, dialogical, collaborative, participatory, 
interactive, integrative, value-driven, and strength-based” (p. 175).  In order to point out that 
transformative pedagogy is not a method of teaching, she offers four common elements:  
“teaching begins with student knowledge; skills, knowledge, and voices develop from 
engagement in the activity; teaching and learning are both individual and collaborative 
processes; and teaching and learning are transformative processes” (pp. 177-178). 
 In the introduction to her edited book, “Personhood and music learning: Connecting 
perspectives and narratives,” O’Neill states: 
We deepen our understanding of music learners through a consideration of the entire 
situated person in relation to his or her music learning. We empower music learners by 
nurturing their reflexive capacity to reflect inwardly about connections between self, 
music, and their sociocultural surroundings. (O’Neill, 2012b, p. 9) 	  
In both of these writings, O’Neill’s language clearly demonstrates that she views music learning 
from an (I) and (we) quadrant perspective in that she speaks of  “individual and collaborative 
processes” that help to develop the voices of learners through participatory and collaborative 
approaches.   	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 With this growing emphasis upon improvisation in music education, some have raised a 
concern about the absence of improvisation experiences in teacher education programs.  While 
there has been some discussion of the inclusion of informal learning pedagogies (Green, 2001; 
2008), there have been few references specific to the inclusion of free improvisation. Welch 
(2012) found that only 11% of final-year undergraduate music students had any experience in 
jazz ensembles, and that only 6% had experience in popular music groups.  It is likely that a 
smaller percentage would have experience in free improvisation, as jazz ensembles and pop 
groups typically focus upon presentational rather than participatory music (Turino, 2008).  In an 
article that drew upon three studies of improvisation, Su-Ching Hsieh (2012) concluded that 
post-graduate music students would benefit from engaging in improvisation as a means to 
understand their musical strengths and weaknesses, and to develop individual creativity.  
 It is difficult to determine the number of music teacher education programs that include 
free improvisation in the curriculum, although there are a few notable examples.  Ruth Wright 
has developed one such a course at the University of Western Ontario, and there are two other 
examples of similar courses at Greek universities (Kanellopoulos & Wright, 2012).  While there 
are a number of examples where informal pedagogies have been incorporated into the curriculum 
(Clements, 2010; Hallam & Creech, 2010; Karlsen & Vakeva, 2012), It is not clear to what 
extent that each might include free improvisation specifically.  
 In a study of a university course in free improvisation designed for student teachers at 
two Greek universities, Kanellopoulos and Wright (2012) report upon improvisation as an 
informal music learning process.  Viewing free improvisation as a critical and emancipatory 
pedagogy, they suggest it cultivates a more egalitarian approach where teachers and students are 
both regarded as having “something to learn” and “something to teach” (p. 136).   Similar to this 
	  57 
research study, the participants were asked to keep reflective journals and make reflective 
illustrations during the process.   
Examples of “four quadrant” approaches to music making. 
 Music for people.	  Music for People created by cellist David Darling (Oshinsky, 2008) is 
an example of a balanced all quadrant approach to music making.   Grounded in the humanistic 
psychology of Carl Rogers with an emphasis on group improvisation and collaboration, the 
Music for People approach provides a holistic model for healthy development in music making.  	  
It provides a collaborative group environment that provides a safe space for the self to grow 
without sacrificing external purposes for music learning.  Facilitators in the approach are 
instructed to create a mutual and safe environment for all participants, how to support individuals 
in taking responsibility for their own self-care and well being, and how to balance individual 
with group needs (Oshinsky, 2008).  Music making involves individual solo improvisation 
within the context of collaborative group improvisations that draw upon music of all genres.  
This open approach to a wide range of musics requires the development of a broader range of 
musical skill and technique.  Although this approach has primarily been used with adults in 
community settings, it may serve as a model for applications to music learning for persons of all 
ages, as provides a balanced “four quadrant” approach. 	   Postmodern activity-based creative music exploration.	  Since the 1970’s there have been 
several thinkers who have proposed radically different approaches to music learning that support 
aspects of free improvisation and alternative types of sound learning.  R. Murray Schaffer (1977, 
1986) has written extensively about the concept of soundscape and proposes the exploration of 
and engagement with sound at a much more holistic level than is typical of most learning 
environments.  By listening to sounds both natural and human-made, Schaffer suggests that 
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soundscapes are made up of keynote sounds (sounds created from the geography of place), 
signals (human made sounds meant as acoustic warnings), soundmarks (sounds unique to a 
community), and archetypal sounds (symbolic sounds of ancient or pre-historic significance).  
Rather than approaching sound making in the way musicians typically do, he suggests that one 
could consider sound making from the perspective of an acoustic designer who upholds four 
basic principles:   
1. a respect for the ear and voice; 
2. an awareness of sounds symbolism; 
3. a knowledge of the rhythms and tempi of the natural soundscape; and  
4. an understanding of the balancing mechanisms by which an eccentric soundscape 
may be turned back on itself (Schaffer, 1977, p. 238). 
Schaffer’s approach to sound creation is therefore one that requires listening to the sounds that 
already exist in a particular soundscape in order to contribute or influence it in a positive way 
towards greater harmony.  In this sense, it is related to free improvisation in that music makers 
must carefully attend to the sounds around them in order to respond appropriately.  This differs 
from the type of listening and sound making that most Western classical musicians do, where 
they are more focused upon creating sounds that stand alone in the form of a song or 
composition that are typically fixed and not responsive within the context of the greater 
soundscape. For example, a piece of music performed in a concert hall is not altered if a cell 
phone goes off or a baby starts to cry in the midst of the performance. In contrast, Schaffer’s 
“universal orchestra” is one that includes the infinite number of sounds in the environment 
including those one might contribute (Schaffer, 1986, p. 98). 
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 While John Paynter and Peter Aston’s approach (1970) is more conventional in that their 
work is closely associated with the musical practices of twentieth-century music, their creative 
exercises depart from traditional music education approaches in important ways.  In Sound and 
Silence the exercises offered all involve creative sound making around various ideas that range 
from considering the “music within us,” to exploring music as it relates to “words, pictures, 
silence, drama, movement, nature” in a way that is similar to the expressive arts. While some of 
the exercises explore sound making with specific musical instruments, melody, and harmony, all 
of the exercises require the generation of original music expressions within specific structures or 
parameters.   
 After the implementation of the National Curriculum in the United Kingdom that 
established music composition as a compulsory and tested subject in music education, Paynter 
(1992) responded in Sound and Structure by offering a theoretical introduction and another set of 
approaches to creative sound making designed to support educators in their efforts to include 
composition in the curriculum.  In this second book, specific “teaching points” are offered 
following the exercises in order to provide specific aims and goals that can be assessed. While 
some of these exercises represent specific structures for free improvisations of different sorts, 
others are less improvisatory yet require learners to contribute original musical material.  All of 
these exercises involve some level of internal music making, usually in collaboration with others.  
 More recently, Lee Higgins and Patricia Shehan Campbell (2010) have offered an 
approach to group improvisation in music.  Higgins brings similar ideas from those of Paynter 
and others specific to the community music movement in the United Kingdom such as the idea 
that leaders be facilitators of group improvisation who maintain a safe space for risk taking but 
relinquish control over the direction and outcome of improvised music making. Like Paynter’s 
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response in Sound and Structure, Campbell situates these “events” or exercises within the 
context of the United States National Standards for Music Education.  This book offers open 
structures or frames for improvisation that are similar to those used in this research.	  	   Inter-arts approaches and studies.	  There are also a number of approaches that integrate 
multiple arts in group music improvisation (Boyce-Tillman, 2004; Sawyer, 1999).  Clarkson 
(2002) proposes a curriculum for the creative imagination that fosters self-actualization through 
awareness of personality types, symbolism, and community rituals.  This curriculum is similar to 
that of the approach of expressive arts therapist Natalie Rogers, as described in The Creative 
Connection (1993).  Another example of an inter-arts approach, Goldstaub (1996) proposes the 
use of visual stimuli, movement, poetry, and language as a means to initiate group musical 
improvisations.  Both Clarkson and Goldstaub offer approaches that are similar to the expressive 
arts practices that I draw upon and will discuss in greater detail later in the chapter.  	  
Music and Self-Referential Awareness 
In the practice room, I work to make certain that I am physically conditioned for a high 
level of performance, I make certain that I can perform all of the musical requirements 
upon my technique, I make certain that I know the music that I will be performing, and 
other details.  This is a very rational process where I am conscious of the methods and 
practices I need to do the work and I am able to discern whether or not the work is 
accomplished in a quality way.  In rehearsal with others I call again on these skills and 
others including my ability to listen within a certain specific context.  This is also a very 
rational process where I am conscious of the methods and practices I need to do work in 
a quality way.  In performance I call upon all of these skills and others related to the 
context of performing.  Again this is a very rational process, but if in the performance, 
rehearsal, or personal practice session I transcend my rational mind, cross over the 
bridge of my senses to another level of consciousness where I am both lost in the 
experience while being fully present in it, then I have moved from doing to being. (Self-
reflection upon my own performance practice and experience) 
 
 In the previous section I stressed the importance of participatory and collaborative music 
making in the form of free improvisation.  This section will focus upon the importance of 
interior-individual experiences for the music maker.  This inner experience, although necessarily 
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shaped in community and interpreted through socio-cultural perspectives, is a solitary more than 
communal way of knowing.  Drawing upon various theories and practices, I will compare and 
contrast various perspectives of the states of consciousness musicians experience during music 
making.  This discussion will provide a rationale for the inclusion of free improvisation as a 
means for cultivating self-referential awareness in the music learning process.     	   Wilber’s states of consciousness.	  In the first section of this chapter, I gave a brief 
description of Wilber’s states of consciousness (2000b). Wilber first differentiates between 
normal and altered states.  Normal states include waking/gross awareness, dreaming/subtle 
awareness, and deep sleep/causal awareness, while altered states include drug-induced states, 
near death experiences, and meditative states.  Peak experiences are those when a person 
transitions from the waking state into one of the other normal states that are usually experienced 
as sleep states. Examples of peak experiences include the deep states experienced in meditation, 
lucid dreaming, and flow states that occur when a person is engaged in the arts or creative work.  	  
 Wilber also differentiates between these states of consciousness and the developmental 
levels as described previously.  As a person develops towards the transpersonal levels, they 
become capable of experiencing a more permanent awareness of the deeper states of 
consciousness while in the waking state.  This is particularly true of those who practice 
meditation for this purpose. 	   Flow states and peak experience.	  The purpose for reviewing Wilber’s states here is to 
provide a reference point from which to discuss the peak experiences or altered states that might 
be experienced in music making.  Many scholars have referenced Csikszentmihalyi’s (1990) 
flow theory as it relates to peak experience in music making (Custodero, 2012; Turino, 2008, 
2009; Clarke, 2011).  In his book on the psychology of optimal experience, Csikszentmihalyi 
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(1990) refers to peak experience as a “flow state.”  While Csikszentmihalyi clarifies that he 
views consciousness as the result of biological processes and not transpersonal experience, his 
description of the aspects of peak experience are helpful.  The most relevant aspect of flow that 
Csikszentmihalyi describes is a sense of timelessness that is experienced when there is a perfect 
balance between the challenge of an activity and one’s level of skill.  This sense of timelessness 
or flow is also often associated with creative acts (Runco, 2007) both individually and 
communally experienced.  	  
 Music improvisation and meditation. Sarath (2010) views improvisation as appropriate 
for exploring types of awareness or ways of knowing in the context of music making.  Drawing 
directly from Wilber’s integral theory, Sarath integrates meditation and musical improvisation as 
a means for exploring first (I), second (we), and third person (it/its) ways of knowing 
concurrently.  By engaging in these forms of experience, first person perspectives can be 
explored in the learning environment in a way that has been largely neglected.  Sarath views 
group improvisation as a perfect means to experience first, second, and third person experiences 
in order to build integral “four quadrant” understandings.  In other words, by exploring different 
states of consciousness in meditation and during music making, individuals are able to cultivate 
and incorporate deeper first person knowledge or self-referential awareness in the learning 
process on which more complex integral understandings can be constructed from comparisons 
with (we, it, its) quadrant ways of knowing. 
 In his recent book Improvisation, Creativity, and Consciousness, Sarath (2013) describes 
an approach to music learning that integrates what he labels as whole-to-parts (meditation 
driven), and a parts-to-whole (improvisation driven) approach to music making.  Citing that 
many musicians (jazz musicians specifically) have engaged in meditation practice and have 
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explored altered states of consciousness as a part of creative process, Sarath sees improvisation 
and meditation as two essential anchors to music making and personal development.  Sarath 
(2013) goes further to suggest that  
the purpose of human existence is to connect with the cosmic wholeness, which means 
rendering the various lines of engagement (music in this case) that comprise human life 
as self-transcending pathways that lead toward this end. Humanity has lost sight of this 
goal, and the extent to which it is restored— which again must happen in our educational 
systems— is directly predicated on the extent to which awareness is able to swing freely 
between the most detailed and localized concerns of everyday life and the biggest 
questions of cosmic reality (Chapter 1, Section 5, para. 1).  
 
In other words, he views music making as one line of human engagement capable of facilitating 
transpersonal development if music making is grounded in practices that explore four quadrant 
or first, second, and third person perspectives.   
Selves. 
 Inspiration may be a form of superconsciousness or perhaps of subconsciousness—I 
 wouldn’t know.  But I am sure that it is the antithesis of self-consciousness. (Aaron 
 Copland, as quoted in Nachmanovitch, 1990, p. 51). 
 
 The creation of deeper first-person knowledge or self-referential awareness has many 
benefits, but perhaps the strengthening of and eventual merging of the ego (little mind) with the 
higher self (over mind) is the most helpful in music learning (Werner, 1996).  Like Werner, 
Sarath cites Maharishi Vedic Science to further describe three core aspects of self:   
First is the understanding of consciousness as consisting of a personal, relativistic self, 
which is the rational mind that guides much everyday thinking and action, and a 
transcendent Self that is its unbounded, non-localized source. In transcendent or 
heightened states of consciousness, the self merges with the Self; in ordinary 
consciousness, the self instead becomes bound or overshadowed by relativistic objects of 
perception, which are thoughts, feelings, actions, or sensory perceptions. The merging of 
self and Self in heightened states represents a self-referral condition of consciousness; the 
disconnection between self and Self, resulting in bondage to relativistic objects, 
represents an object-referral condition. (Sarath, 2013, Chapter 1, Section 4, para. 1). 
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In other words the relativistic self or little mind can either merge with the transcendent Self or 
higher self, or it can get stuck upon false perceptions.   
 In music making false perceptions might include self-conscious thoughts or projections 
of judgment, which Kenny (2011) states are thoughts common to musicians with performance 
anxiety.  Werner (1996) and Nachmanovitch (1990) also write about the false perceptions of 
anxiety and fear-based musicianship that are the result of a combination of the fear of the “loss 
of reputation” and the fear of experiencing “unusual states of mind.”  Feelings of fear about the 
“loss of reputation” are projected upon parents, teachers, peers, and others in the audience, while 
feelings of fear about experiencing “unusual states of mind” is the internal struggle of the ego 
“little mind” not wanting to let go of control or enter into a transcendent state where the 
relativistic mind has merged with the transcendent Self.  This is consistent with 
Csikszentmihalyi’s (1990) observation that individuals who are overly self-conscious are not 
able to achieve flow states.   
 Self-conscious, non-judgmental, and creator-witness.	  Berkowitz (2010) notes that an 
aspect of group improvisation is that it allows for musicians to experience being both a creator 
and witness within the same musical event.  The witness is capable of observing the self and 
thinking about the processes and forms of the musical action respectively.  The creator is in a 
flow state and seems to be making music unconsciously or without the same mental awareness of 
that of the witness. Berkowitz suggests that during musical improvisation that there are 
fluctuations between these states and notes that it is possible to experience creator/witness 
awareness simultaneously.  	  
 In my pilot study (Smith, 2012), I differentiate between the fearful state of self-
consciousness (the harsh inner critic), the witness state, and the flow state.  I now refer to these 
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three states as the self-conscious, non-judgmental, and creator witness states.  The self-conscious 
witness is a state where the (ego, little mind, or the “relativistic self”), is bound by objects of 
perception or false beliefs in the form of fears and judgments. The non-judgmental witness is the 
(“relativistic self” or the rational mind that guides everyday thinking), in a more neutral state.  
The creator witness state is (the relativistic self merged with the transcendent Self), that is 
capable of easily entering flow states or altered states of consciousness.  
 It is important to note here that I am using the term witness in a way similar to Berkowitz, 
(2010), or as a self-referent or label for a particular state of interior-individual awareness. In the 
expressive arts, the term is also commonly used to describe the act of observing and mirroring 
back the expressions of others within the context of a particular expressive arts form or activity.  
In these instances witnessing is an interior-collective gesture.  For clarity in this study, I will only 
use the term witness to refer to the internal witnessing of the self. 
 Accessing the unconscious.	  Engaging in meditation and musical improvisation might 
also allow the individual to access different states of conscious awareness for the purpose of 
gaining greater personal insight, knowledge, or healing.  Peak experiences or altered states of 
consciousness aid the individual in accessing intuitive reasoning abilities, and make it possible 
for them to access unresolved unconscious material for the purpose of bringing it to the surface 
for integration with the conscious mind. Carl Jung’s pioneering work with daily mandala 
drawings (Chodorow, 1997) was perhaps the first secular Western example of a technique using 
the arts to do this sort of work, but there are countless examples in both Eastern and Western 
mystical traditions where shamans (McNiff, 1992, 2004, 2009), healers, priests, and priestesses 
(Wilber, 2000a) used similar techniques to facilitate the development of expanded conscious 
awareness.  	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 Psychotherapists engage in this work on a verbal level, expressive arts therapists and 
specialized therapists do this work on both a non-verbal and verbal level, and spiritual directors 
and mystical teachers focus upon this work in the transpersonal realm.  Approaching musical 
free improvisation in this way is consistent with the practices of music therapists (Bonny, 2002; 
Crowe, 2004; Montello, 2002; Perret, 2005) and with expressive arts therapists (Allen, 2005; 
Knill, Barba, & Fuchs, 2004; Levine & Levine, 1999; McNiff, 1992, 2004; Malchiodi, 2002, 
2005; Rogers, 1993) who work with transpersonal development.  
The Expressive Arts 
 
  A discipline largely established in the post-modern era, expressive arts therapy is more 
strongly rooted in humanistic, social, and transpersonal psychology than the other arts therapies.   
Expressive arts techniques explore group dynamics and inner growth simultaneously, and clients 
are seen more holistically rather than having a separate mind, body, and spirit.  In this section I 
will introduce the expressive arts, connect free improvisation with the expressive arts, and will 
introduce art-response and art-based research as a reflective tool useful for the cultivation of self-
referential awareness. 	   Expressive arts.	  Unlike music, art, dance, poetry, or drama therapy, the expressive arts 
utilize a wide range of art therapies and techniques within any single group experience. One 
example is Natalie Rogers (1993) The Creative Connection.  An extension of her father Carl 
Roger’s work, Rogers develops techniques for promoting self-actualization with multiple arts in 
intermodal sequences.  In other words, activity may begin in one modality or art form and will 
transition to others within the overall activity.  In developing this process, Natalie Rogers found 
that engagement with the arts as a creative process-based activity supported her client’s personal 
growth and development.  	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 Natalie Rogers’ work would best be described as expressive arts therapy however; the 
discipline is not narrowly defined. Many practitioners are not therapists, but educators, artists, 
and spiritual teachers.  The International Expressive Arts Therapy Association (IEATA) has two 
professional certifications, one for clinical therapists (REAT) and one for consultant-educators 
(REACE).  The principles and practices typical of expressive arts therapy can be applied in a 
broad range of settings as they have been found to facilitate self-development and growth in 
those with and without a clinical diagnosis.  At Lesley University where Shaun McNiff, Norma 
Canner, Paolo Knill, and others did much to develop the discipline, two programs of study now 
exist that stem from these principles and practices.  The Creative Arts and Learning Division and 
the Intermodal Expressive Arts Therapy program differ only in that professional certifications as 
educators or therapists are the result respectively.  The programs merely focus upon applying the 
principles in different settings with different learner/clients. 
 In addition to the influence of humanistic and existential psychology (Rogers, 1969, 1980, 
1989; Maslow, 1943; May, 1994), the expressive arts have developed from Carl Jung’s concept 
of the active imagination.  Jung describes the concept of the active imagination as a process 
using body movement, painting, drawing, sculpting, weaving, sound making, writing, drama, 
and/or ritual to access unconscious material (Chodorow, 1997).   His own exploration of mandala 
drawings and other techniques are recorded in the Red Book (Jung & Shamdasani, 2009) and 
represent his own quest to know himself.  Although he did not share this personal exploration 
with others while he was alive, it informed his practice and writings considerably.  This self-
exploration allowed him to guide others on the journey toward the self or individuation 
(Chodorow, 1997).  
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 There are many expressive arts therapist/educators who have further developed the use of 
the active imagination on the quest for deeper self-knowledge (Knill, Barba, & Fuchs, 2004; 
McNiff, 1992, 1998b, 2003, 2004, 2009; Rogers, 1993; Whitehouse, 1999).  In her book Art is a 
Way of Knowing, Pat Allen (1995) describes a process for getting to know the self that starts with 
the imagination and explores the ever-deepening work of bringing previously unconscious 
knowledge of the self into the conscious realm. Allen, like Shaun McNiff (1992, 1998b, 2003, 
2004) both entertain a process that is based in image making; however, each of the expressive or 
creative arts therapies draws upon the concept of the active imagination through each of the arts.  
The practice of authentic movement is based in a similar process of knowing the self via the 
movement of the body (Halprin, 2003, Loman, 2005, Whitehouse, 1999).  Poetry and narrative 
therapies access the active imagination process with words (Gorelick, 2005).  Music therapists 
engage in the active imagination through free musical improvisation (Forinash, 2005).  
Intermodal therapists engage in the active imagination process in all of the above (Knill, Barba, 
& Fuchs, 2004; Rogers, 1993).   
 The expressive arts more directly incorporate the humanistic, social, and transpersonal 
psychologies than mainstream education.  By incorporating an expressive arts approach to the 
creative imagination in the learning process, learners might have expanded opportunities to 
create self-knowledge and cultivate self-referential awareness.  With this knowledge, learners 
might be more empowered to integrate multiple ways of knowing in the learning environment 
and develop greater capacities for holistic and integral understandings.    
 Free improvisation and the expressive arts.	  As was discussed earlier, many musicians 
who have been educated in the Western classical music tradition lack experience with free 
improvisation (Solis, 2009). Because of the nearly singular focus upon presentational music 
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(Turino, 2008), many musicians fear participatory forms of musical engagement.  For this reason, 
I explored the use of expressive arts in a pilot study (Smith, 2012) to test the usefulness of 
expressive arts approaches to facilitate free improvisation. Experimenting with various art 
modalities, I initiated work with meditation, and various visual art, movement, and play 
techniques as a means to create a safe space for risk taking, or what Higgins (2012) describes as 
a space that is “safe without safety.”  Once this environment was established, I initiated an 
intermodal transfer (Knill, Barba, & Fuchs, 2004) from the previous activity into free 
improvisation.   Approaching free improvisation through expressive arts activity was an 
intentional way to relax the self-conscious witness, and promote a non-judgmental or 
creator/witness state of consciousness.  While I have not found cases where others have used 
expressive arts for this purpose, Sarath (2010) uses meditation prior to free improvisation, and 
Bonny (2002) uses relaxation techniques as an “induction” prior to guided imagery with music 
experiences.  	  
 In addition to promoting a safe transitional space for free improvisation, the expressive 
arts are also helpful in that they provide a multi-arts approach to communicating inner 
knowledge and feelings to a group of external witnesses who mirror or hold a safe space for self-
expression. Many who advocate for the inclusion of free improvisation in music learning call for 
participatory forms of engagement that allow for dialogic communication.  In harmony with this 
rationale, a group-based expressive arts approach expands upon free musical improvisation to 
include free improvisation in all of the arts both in their verbal and non-verbal forms.  
 Art response and art-based reflective research.	  In this study I define art response as 
the use of one arts modality as a means to capture the non-verbal essence of another one of the 
arts, or as a means to translate the non-verbal essence of one art form into a verbal art form.  Art 
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response is used in this study as a way to reflect upon music making both following free 
improvisation sessions and during the playback of recordings of those sessions.  I use the phrase 
art-based reflective research to describe the process each participant engages in to construct self 
and group knowledge, and to cultivate self-referential awareness. 	  
 In the pilot study (Smith, 2012), I used art response to capture my inner states before, 
during, and after music improvisation sessions, and as a means to listen to recordings of those 
sessions in a different state of conscious awareness.  I experimented with various art-based 
methods to analyze these art responses, journal entries, and other data, and shared techniques that 
were found to be useful with the participants in this study to assist them in exploring their own 
data sets.  The use of reflective journals and art response to capture the inner experiences of 
participants in free musical improvisation groups was also used in the study Kanellopoulos and 
Wright (2012) conducted of student teachers in a free improvisation course.     
 Expressive art therapists have a long history of using art-based research (McNiff, 1998a) 
to explore inner states in both individual and group processes.  Allen (2012) suggests that art-
based research is a practice that is a natural extension of Jung’s use of art to explore the 
unconscious realm.  In her book, Art is a Way of Knowing, she describes engagement in art 
response and art-based research is a means to research the self.  Kossak (2012) discusses how the 
lines between the process of group expressive arts practice and formal art-based research are 
blurred as the process of expressive arts therapy can be seen as a form of art-based research.  
Most specifically, Franklin (2012) describes art-based research as an art-based form of 
contemplative inquiry capable of awakening self-referential awareness.   
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Conclusion 
 
 This chapter has provided a rationale for the inclusion of interior-individual and interior-
collective knowledge creation in music learning environments for the purpose of fostering 
healthy transpersonal development.   The use of free improvisation, and the integration of 
expressive arts principles in an art-based reflective research process for this purpose was 
supported by literature that came from the fields of education, music education, community 
psychology, expressive arts and music therapy. 
	  72 
 
Chapter Three:  Methodology 
 
 
 In this chapter, I first present epistemological and methodological foundations for this 
research, and then detail the methods including qualitative and art-based analysis processes used 
to interpret data.   
Epistemological Foundations 
 This research is approached from an integral perspective that integrates multiple ways of 
knowing or considers both internal and external ways of knowing.  However, this study aims to 
achieve a balance of these ways of knowing, and to do so focuses mainly upon interior-
individual and interior-collective perspectives in order to counterbalance the exterior 
perspectives that have been dominant in learning environments.  To achieve this there will be a 
focus upon empirical and socially constructed knowledges that will be considered in the 
foreground, with external knowledges considered as support in the background of this integral 
landscape.   
Methodological Foundations  
 Because the research questions are situated within the contexts of music learning, the 
expressive arts, and transpersonal psychology, this particular integration brings forth questions 
that are concerned with the interior-individual and interior-collective experience of learners.  It is 
therefore appropriate to approach this research from a qualitative and art-based perspective that 
examines both the verbal and non-verbal domains. In order to conduct research that explores 
both of these ways of knowing I have chosen to draw upon both qualitative and art-based 
methodological traditions simultaneously in order to consider both verbal and non-verbal sources 
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of data.  Below I discuss the influences of these two traditions separately for clarity, however 
these influences were held together when designing and implementing this research. 
 Qualitative Influences.  The qualitative traditions drawn upon in this research include 
case study, action research, and formative research.  The overall structure of the study resembles 
a multiple case study in that the workshop series (including pre and post workshop interviews) 
can be seen as a bounded system and a unique case of its own (Stake, 1995, 2006).  It can be 
viewed as a bounded system because the workshop series, designed for the purpose of this 
research, had a clear beginning and ending, finite number of participants, and was defined by its 
purpose to explore free improvisation and expressive arts in order to better understand or manage 
music performance anxiety.  It can be seen as a multiple case study because the participants are 
also participant researchers who utilize narrative, art-based, and group discussion amongst 
themselves to make sense of and interpret their own case, that being the system of their own 
inner world including patterns of thought, emotion, and sensation.  The participant researchers 
interpretations inform my interpretation of the multiple cases and evaluation of the overall case, 
the workshop series.  It is important to point out that the participant researchers were responsible 
for evaluating their own case or experience from a first-person perspective, while my evaluations 
and interpretations are from both first (my experience) and third person perspectives (reflection 
upon video and later upon transcripts and artifacts).  In this way, this research deviates slightly 
from typical case studies, as there is no clear outsider or third person perspective of the overall 
case, although I and the other participant researchers provide outsider perspectives for of each 
individual case in an effort to preserve “multiple realities” (Stake, 1995, p. 12). 
 The design and implementation of the workshop series also draws upon both formative 
and action research methodologies in that this research explores the creation of specific 
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curricular materials in the form of workshop activities (Bresler, 1994) that were informed by 
action research cycles (Kemmis & McTaggart, 1988).  While the design of the first workshop 
was informed by the pilot study conducted by myself and a peer-debriefer, subsequent 
workshops were planned by reflecting upon my own observations, the observations of a peer-
debriefer, the video recording, and the participant journals and artwork from the previous 
workshops.  My own experience as a facilitator/teacher/researcher was paired with the 
participant researcher’s observations and interpretations of the workshop to create curricular 
materials or activities for each following workshop in a cyclic way. First, I designed and planned 
activities.  Second, I acted by implementing them in the workshop. Third, the participant 
researchers and I made observations of various aspects of the workshop. And finally, the 
participants and I reflected upon these activities.   In this way new curricular materials were 
designed for each of the following three workshops using a research cycle for each.    
 Art-Based Influences. The art-based traditions drawn upon in this research include those 
from the expressive arts (McNiff, 1998a, 2013), from transdisciplinary research (Leavy, 2009, 
2011), and from narrative inquiry in music education (Barrett & Stauffer, 2012; Kanellopoulous 
and Wright, 2012). Expressive arts informed art-based research is seen in this study in the 
adaptation of McNiff’s (1998a, 2013) work with groups where individuals are guided to explore 
their own inner psychological processes through visual art. In McNiff’s workshops individuals 
create and dialogue with their own art images while the group serves as a community of 
supportive witnesses.  This process was adapted in the present study in that there was a greater 
emphasis upon music as the primary modality rather than visual art, and participants dialogued 
with recordings of their musical improvisations rather than with images.  Images and other arts 
modalities were used as a way to respond (art response) or dialogue with the musical material, 
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much in the same way that non-visual arts modalities were used to respond to images in 
McNiff’s workshops. Developed in the expressive art therapy community, this particular form of 
practice-based art-based research is focused on the “transformative nature of the creative process” 
(McNiff, 1998a, p. 47).   This form of art-based research was useful for this inquiry because it 
provided a way for participants to research their own internal experience, and provided a way to 
share this experience within a community of participant researchers. 
 This research can be seen as transdisciplinary research in that it involves a “collaboration 
of multiple disciplinary sets of knowledge,” is “issue-driven,” and is concerned with 
“transcendence, emergence, synthesis, integration, innovation, and flexibility” (Leavy, 2011, p. 
29).  The multiple sets of knowledge represented in this research are music education, expressive 
arts, and transpersonal developmental psychology.  The issue driving this research can be seen 
broadly as the exclusion of internal ways of knowing in learning environments, or specifically as 
music performance anxiety.  The convergence of expressive arts practice and music learning is 
meant to create an opportunity for the participant researchers to transcend the limitations of 
music performance anxiety through flexible, innovative, and integrative approaches to music 
making. 
 Leavy (2009) also defines art-based research practice as one that utilizes an art form or 
forms as “a set of methodological tools used by qualitative researchers across the disciplines 
during all phases of social research including data collection, analysis, interpretation, and 
representation” (pp. 2-3).  In other words, art is somehow involved at all stages of the research 
process.  This research meets these requirements in that narrative journals, visual art responses, 
and audio and video recordings were sources of art-based data; in that audio collages, visual art 
collages, poetry, and script writing was used in a portion of the analysis; audio and visual art 
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collage, poetry, and free writing were used in the interpretive process; and audio collage, visual 
art collage, and poetry were used in the representation of findings. This research is not 
exclusively art-based because it incorporates other qualitative methods in the data collection, 
analysis, interpretation, and representation phases as well.  The decision to use art-based or other 
qualitative methods was made depending upon the fit and usefulness of each. 
 A type of narrative methods is seen in the participant researcher’s journal writing, and in 
their captions and descriptions of their art responses.  The journal entries of the participant 
researchers are stories of their internal experiences during free improvisation, and art responses, 
captions, and descriptions are stories of their internal experiences during the listening of 
recordings. This use of participant narrative is consistent with the methodological framework 
used by Kanellopoulous and Wright (2012), where participants engaged in reflective journals 
and art-response during a university teacher education course on free musical improvisation, and 
their stories were used as data that were analyzed and interpreted according to emergent research 
questions.    
Situating the Researcher   	   I come to this research as a musician, artist, music educator, expressive arts facilitator, 
and researcher. I drew upon my own experience as a classically trained musician and my own 
personal practice with the expressive arts to initiate this research process in the pilot study 
(described in detail in Chapter Four).  My experience as a music educator and expressive arts 
facilitator provides me with the background needed to oversee the design and implement the 
workshop series, and my developing research knowledge and experience provides me with the 
background to conduct the research with the support of my adviser, committee, peer-debriefers, 
and the participant researchers. 
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 I am interested in the issues and questions of this research because as a musician I have 
been frustrated by my lack of experience and expertise needed to express myself musically 
through free improvisation.  My lack of experience and expertise limits my musicianship and, 
perhaps more importantly, limits my ability to teach or facilitate musical experiences that are 
participatory and involve musical dialogue.  This is troubling as I resonate with the pluralistic-
relativist values that participatory music making is based, and I wish to engage personally and 
collaboratively with others in this form of music making.  While I have successfully endeavored 
to gain experiences in order to develop the needed expertise, my development in this area still 
lags behind my other musical and teaching abilities.  Realizing that I am not the only musician or 
music educator in this situation, I have pursued this line of research to address this issue.   
 Because I have multiple roles in this research, it is important to discuss the steps I have 
taken to ensure ethical and responsible decision-making throughout the research process.  In the 
pilot study I sought the support of a co-researcher who participated as my partner in 
improvisations, and provided feedback in the form of an additional perspective of the process.  
This co-researcher is a music education researcher, musician, and someone with whom I have 
collaborated with in multiple research studies.  Because of her expertise as a music education 
researcher, her experience with the pilot study, and her connection with the university where this 
research was conducted, she proved to be a valuable consultant and served as a peer-debriefer for 
this research.  She was present for all of the workshops as she supervised the audio and video 
recording process, and she provided useful context and background information about the music 
program from her perspective as a faculty member that proved to be important in the interpretive 
process.   
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 In addition to my adviser and committee members, I also consulted with a peer-debriefer 
who is not a musician or music teacher to challenge my assumptions and to help illuminate 
issues that were not apparent.  An artist and designer also pursuing a doctorate in curriculum and 
instruction, she proved to be a valuable colleague to discuss issues that came up during the 
analysis, interpretation, and write-up process.  I also relied upon the participant researchers to 
bring new questions, and to check my interpretations through multiple levels of member 
checking which will be described in detail in the next section.  One other step I took was to 
compare the notes that I took immediately following the workshop and my memory of the 
experience with the video and audio recordings of each workshop.  This allowed me two new 
perspectives of each workshop, and multiple viewings and listenings from which to make	  interpretations. 
Research Methods, Protocols, and Data Collection 
 In this section I describe the research process, with the exception of the workshop design 
process that is presented in Chapter Four.  I provide a brief description of how I set up the study 
followed by detailed descriptions of the methods and protocols used to generate data.   
 After obtaining Internal Review Board approval at the University of Illinois (see 
Appendix A), I decided to look into the feasibility of conducting this study at a local university.  
I was interested in this site because this university had a music performance and music teacher 
certification program, the peer-debriefer/researcher that assisted me in the pilot study was 
employed there as an assistant professor in the music education program, and it was also located 
in the same city I was living at the time. This university’s music school and connections to the 
wider community of musicians allowed me to recruit participants who had considerable 
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experience and expertise in classical music, and provided me with the facilities and instruments 
needed to conduct the research.   
 The following table provides a list of the data sources, and provides an overview of the 
sequence that data were collected.  Detailed descriptions of each will follow. 
Table 3.1 
Data Collected at each Step 
Recruitment of Participants  
(March 4-March 8, 2013) 
Music Background Questionnaire - This online 
survey served to qualify individuals for 
participation and provided basic demographic 
information. 
Pre-Participation Interviews (30min) 
(March 11 and March 14) 
This individual interview clarified the 
participant’s comfort with improvisation and 
their level of improvisation experience. 
Workshop Sessions (four 2-hour sessions) 
(March 16, March 24, April 6, & April 12) 
Participants wrote journals; created reflections 
via visual art, poetry, music, dramatizations, 
and movement; and engaged in free musical 
improvisation. 
Data are: audio, video, digital photographs of 
created artifacts, and digital copies of journals 
and poetry.  
Post-Participation Interviews (60 min) 
(April 23, 24, & 25) 
This individual interview clarified reflective 
data. 
 
 Recruitment and selection of participants.  From March 4-8, 2013, I announced the 
workshop series to undergraduate music education students at the university. To conduct the 
research on campus with students at that university, I was required to obtain Internal Review 
Board approval through that institution (see Appendix B).  Efforts were made to advertise this 
study through university, community, and professional channels (e-mail lists and flyers posted in 
high traffic areas) so that qualified individuals interested in the study were informed of the 
opportunity to participate.  Interested participants signed up in person following  announcements, 
and communicated their wish to participate in the study via e-mail.  Priority was given to adult 
musicians who had completed or were pursuing an undergraduate degree in music at the time of 
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the study, and to those who had the least music improvisation experience.  The above 
qualifications were determined from the Music Background Questionnaire (Appendix C), which 
was filled out by participants after they signed the consent form (Appendix D) prior to the study.   
 I made short presentations (see announcement in Appendix E) to most core music 
education classes at the university, and twenty-six people expressed interest in the workshop.  An 
e-mail was sent to each of these twenty-six potential participants with a link to the confidential 
Music Background Questionnaire (see Appendix C) made available electronically by Survey 
Monkey.  Of the twenty-six potential participants, ten responded to the questionnaire, and of 
these ten eight completed all of the questions.  I contacted all eight potential participants via-
email, and invited them to participate in a pre-workshop interview.  Seven people responded and 
completed a pre-workshop interview.  All seven individuals met the selection requirements (as 
described below in Analysis of Data: Phase I, and in Chapter Five and were invited to participate 
in the study.  One participant attended only the first workshop and was unable to participate in 
the rest of the study due to scheduling conflicts.  Because this participant was not involved in the 
majority of the study, this person’s data is not included in the analysis. 
 Music background questionnaire and pre-workshop interviews. While the Music 
Background Questionnaire (see Appendix C) provided basic histories of each participant and 
helped to determine the participant’s self-reported level of experience and comfort with 
improvising, I undertook individual pre-participation interviews of each participant to clarify 
responses on the questionnaire, and this served as the first round of member checking.  The pre-
workshop interviews were conducted in the library on campus in small group meeting rooms, 
and were conducted over a three-day period (March 11, 12, & 14) during the week prior to the 
first workshop session.  The interviews were scheduled for thirty minutes as I estimated that to 
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be adequate time to clarify the limited questionnaire items.   The actual interviews ranged in 
length from approximately 25-30 minutes, and proved to be an appropriate length.  The semi-
structured interview protocol (see Appendix F) included follow-up questions to those on the 
Music Background Questionnaire, and questions aimed at clarifying the inner experiences of the 
participants when improvising or performing music.    
 Workshop sessions. The four workshops began on March 16, 2013 and were scheduled 
over the next five-week period (March 24, April 6, & April 12).  The weekly workshops were 
scheduled around the participant’s school schedules and a weekend holiday that caused a two-
week interval to pass in the middle of the series.  The workshops were held on weekends to 
avoid as many conflicts as possible (see Chapter Four for a detailed description of the four 
workshops).  The data collected in each workshop included participant journals that the 
participants e-mailed to me during the workshop, and visual art responses that were 
photographed by the participants.  The workshops were audio and videotaped, and I, and the peer 
debriefer took field notes.  Some additional photographs were also taken of the rooms and 
equipment.   
 Post-workshop interviews. Because the interviews took place during the final week of 
the semester (April 23, 24, & 25), the library rooms used for the pre-workshop interviews were 
at times unavailable due to high demand.  The post-workshop interviews were, therefore, 
conducted either in the library in small group meeting rooms, or in the office of the peer 
debriefer who was a music education professor at the university.   The interviews were 
conducted approximately ten days following the final workshop session.  Sixty minutes were 
allotted for each of the interviews, and the actual interviews ranged in length from approximately 
50-65 minutes.  The semi-structured interview protocol (see Appendix G) included questions 
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meant to clarify the participant’s perceptions of various aspects of the workshop experiences.  
Questions were prepared for each interview so that transcription data from the pre-participation 
interview and workshop sessions, journal entries, and art responses could be clarified and 
captioned appropriately to the participants’ meaning and/or intention.  This interview served as a 
second round of member checking.   
 Verification of participant accounts. After the post-participation interviews were 
transcribed, all individual data were collected and analyzed in order to write an individual 
account of each participant.  This account and interpretive writing that related to each participant 
was sent to the corresponding participant via e-mail to verify interpretations, add missing data, 
and to clarify descriptions and interpretations.  All six participants responded via e-mail, and new 
interpretations, additional data, and clarifications were made to update the account.  This was the 
final round of member checking. 
Analysis of Data 
 Phase I: Pre-workshop analysis. In this first phase I conducted an analysis of the results 
of Music Background Questionnaire (Appendix C) to select the participants for the study.  This 
made it possible to determine if the participants met the selection criteria, and made it possible to 
determine both the severity of music performance anxiety and level of experience with free 
improvisation of the participants. Following the pre-participation interviews, I also compared the 
Music Background Questionnaire with the interview responses to determine consistency or 
discrepancies, and I compared individual interview data among the participants to situate each 
individual within the group context.  Following this process I made a report from the 
questionnaires, interview notes, and process notes generated from the analysis. 
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 Phase II:  Workshop session analysis. As was mentioned above, during the workshop 
phase various types of data were collected.  Audio and video recordings were made of all 
sessions, and participant data included journal reflections, visual artwork, and poetry. An initial 
analysis of the data was conducted in research cycles that included the reading of each 
participants journals, the reviewing of participants’ creative artifacts, and viewing of the video 
recording.  In other words, data from the first workshop was analyzed prior to the second 
workshop, and so on.  This analysis served to inform my decisions as the facilitator to better plan 
for each subsequent workshop session and to better understand how each participant was 
responding to the activities as will be discussed in greater detail in Chapter Four.  In the final 
workshop session, the last reflection also included journal responses to a set of questions 
intended to provide data related to the initial research questions (see Appendix H).  This 
provided me with a way to collect participant responses to the research questions that I could 
follow up in more detail in the post-workshop interviews. 
 In addition to the participant data, I wrote post-workshop notes immediately following 
each workshop.  Contact summary sheets (see Appendix I) as described by Miles and Huberman 
(1984), were used to capture themes, speculations, and unexpected issues. I wrote up the contact 
summary sheets after I viewed the video recording of each session, and within 24 hours or less 
from the time of the workshop session.  The contact summary was written at this time so that I 
could integrate my experience of leading the workshop with my observation of the workshop 
after the fact.  I felt that the integration of these two perspectives was important so that I could 
differentiate my felt experience and memory of the workshop from by observations of the 
workshop.  These two perspectives were also discussed with the peer debriefer, who was present 
for all of the workshop sessions. 
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 Phase III: Post-workshop/final analysis. After the workshop cycles were complete, I 
conducted follow-up interviews with each of the participants to clarify their journals and art 
responses as well as their final reflections upon the research questions. Once all interviews were 
conducted, l began the final analysis phase.  All pre-workshop interviews, group discussions that 
occurred in workshop sessions, and post-workshop interviews were transcribed.   
 In the final analysis I first organized the data by participant and constructed a 
chronological record of all data for each individual participant including Musical Background 
Questionnaire responses, pre-workshop interview transcriptions, transcription data relevant to 
each participant, workshop session journals and art responses for each workshop session, and 
post workshop interview transcriptions.  As will be described in detail below, these participant 
records were then coded specifically for the research questions, and were coded a second time 
for emergent themes. 
Initial Research Questions 
 At this stage in the analysis, I worked with the initial research questions that were 
introduced in the proposal for this research study.  I worked with these questions as a way to 
better understand how the participants viewed their experience (as is presented in Chapter Five).  
Later I will describe how my relationship with these questions deepened and evolved to the 
restatement of these questions (presented in Chapter One).  I will detail this process later in this 
chapter.   
 
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant?  
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
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 Coding for research questions. In preparation for the analysis by research questions 
(see Chapter Five) I read through the chronological reports for each participant multiple times 
and identified sub-themes per each of the research questions.  While the research questions may 
have served as a general theme, the sub-themes helped to identify issues related to each question.  
For example, with the first question, “To what extent did engagement in free musical 
improvisation contribute to the creation of self-knowledge for each participant?” most of the 
participant’s reported increased awareness of their lack of specific musical or listening skills.   
This was one of several sub-themes for this question.  
 After identifying subthemes for each of the research questions, I then coded the six 
chronological data reports for these themes.  Each sub-theme was assigned a color and I coded 
the data using the highlight feature in Microsoft Word.  I also made a written record of unique 
issues that were particular to individual participants.  In other words, I coded for themes, but did 
not exclude other data that pointed to additional issues that may have only been relevant to one 
or two participants.  This allowed me to organize the discussion and interpretation around major 
themes, but yet honor the unique experience of all participants. These results are reported in 
Chapter Five. 
 Coding for emergent themes. As with the coding for the research questions, I reviewed 
the chronological reports of the six participants multiple times to identify emergent themes.  I did 
this for the pre-workshop interviews separately because the content of that data was different 
than that of the remaining data.  First I will describe the coding and analysis process for the pre-
workshop interviews that is reported in Chapter Five along with the results of the Music 
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Background Questionnaire and an introduction to each participant.  Second, I will describe the 
coding and analysis process for the workshop and post-workshop data reported in Chapter Six.    
 When analyzing the pre-workshop interviews, I coded for these themes by reading the 
data through several times and highlighting important quotes.  I then highlighted these quotes in 
different colors (using the highlight function in Microsoft Word) based upon the themes that 
were identified.  The themes that emerged included (a) stories of fear (of others, non-notated 
forms, improvisation, and performing); (b) stories of social comparison; (c) coping strategies for 
performance anxiety; (d) discussions of inner-dialogue; (e) descriptions of experience with 
improvisation; (f) descriptions of physical awareness or symptoms of performance anxiety; and 
(g) stories of resilience or withdrawal.  From these categories of data, I formulated questions to 
introduce and frame each theme, and I constructed a synthesis dialogue to identify the issues that 
emerged from the synthesis of these stories.  This dialogue was used as an art-based research tool 
(creating a script from the data) in order for me to understand the issues as expressed by all 
participants simultaneously.  This was particularly useful to me as a facilitator as it helped me to 
better understand the dynamics of the group including the range of anxiety levels and range of 
experience with free improvisation.  I took this information into account when making decisions 
about the content and implementation of the first and subsequent workshops.  This art-based 
analysis or script can be found in Appendix J.   
 For the workshop and post-workshop interview data (transcriptions, notes, contact 
summary sheets, journal entries, and post-workshop interviews), I used several coding schemes 
that were refined after several readings of the data.  Through this process I identified distinct 
conversation strands that ran through the data.  Some were present throughout and others were 
present only at certain points in time. I color-coded all of the data for these conversation strands 
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using the highlight function in Microsoft Word, and double-checked for additional quotes that 
might pertain to more than one theme. Once all of the data were completely coded, I conducted 
an analysis of the following thematic areas: (a) the witnesses, (b) body awareness, (c) safe or 
fearful spaces for music making, (d) imposing structures/the right answer, (e) listening in a new 
way, (f) skill awareness, and (g) group communication.   
 Art-based reflection as means to discover emergent themes. After I wrote a detailed 
description of the seven discussion themes that thoroughly summarized the data, I engaged in 
several free-writing exercises to synthesize and identify an appropriate interpretive framework 
(see examples in Appendix K).  These free-writing exercises seemed at first to be the random 
musings of an exhausted researcher, however they yielded insights into how the seven discussion 
strands were related.  I include the first, and perhaps most relevant example here. 
Time: 
An improvisation of thought 
 
 I wrestle with time…….why?  An old habit, maybe…..but why the habit?  Where 
did it come from?  Where or from whom did I learn that there is a limited amount of 
time?  Is there? Maybe, but the eternal now is really all that there is.  It is in this moment 
that the choice to attend to what is has power.   
 
Wrestling with time…..or running frantically to do or accomplish something within 
intervals that are upheld by “agreed upon illusions” used to control experience…. 
 
To control experience…..why control?  Why not allow?  Why is controlling better? 
 
I say it is not, but rather it is a means to run from the truth that is now.  The truth in the 
moment is all there is…..Mozart and Beethoven must have know this…..they were 
improvisers….yet they tried to capture the muse of the moment and tie her down to a 
page…..forcing her to reappear upon demand…..yet she does not always do so…..for she 
is free…..she only returns when the conditions are right, when the musicians are in 
present time with open hearts, minds, and bodies willing to channel her reappearance. 
 
Maybe she is okay with singing the same song again…….but maybe she is 
evolving….and wants the collective song to continue to grow and blossom and unfold in 
a free and uncontrolled way.  Perhaps it is abusive to hold her to her past, perhaps it is 
time to let go, forgive, and open to the new. 
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Time….music is necessarily related to time.  All sounds have a beginning and end….But, 
vibration travels through time AND space.  Have we neglected space? By enforcing such 
rigid measurements of time?  Have we become a slave to time, rather than the master?  I 
say yes…. I choose to be free.   
 
I can use the time and space I have for good.  I can choose to make music that is 
grounded in the now.  Music that appears and then is gone…..music that is not meant to 
recapture echoes from the past…..music that is not meant to be a commodity in a material 
illusion…..music that is merely yet exquisitely an expression of the now.  The edge of my 
unfolding heart, mind, and being in all of its splendor and in all of its developing essence.  
There is wholeness in the moment and perfection in the unfoldment, even if there is not 
perfection in time or space, or in usefulness to other’s ears.  Like the conversation we 
speak to others in our lives….all utterances are not perfectly delivered, nor thoughtfully 
planned……they are sometimes gentle and sometimes brash…..they are sometimes 
beautiful and other times horrifying……yet, they are what they are… 
 
Why should musical conversations be any different?….they are all one in the process of 
unfoldment…..all valuable in the scheme of the whole…..all good in their own time. 
 
Why this scarcity of time, then?  Why the rush?  Why are we so fearful that we lack the 
time to unfold gently and healthfully?  Why the race to a mirage of perfection?  What is 
driving this mass exodus from the now?  What are we running from? 
 
We choose to order time…..in weeks and years….in measures and tempi 
We choose to force and control our breath like a slave…..but music…..does she demand 
this?    No…..she asks us to take a deep breath and let her surf on the wave of energy we 
cast…….She does not wish us to harm….When we choose to harm she retreats and 
leaves us parched in a puddle on the shore…… 
 
Education has become a slave to time.  There is a hurry to pass the test, to ready the 
performance, to prove that the work has been done……on time.  But what if our timing is 
off….what if we are wasting all of it, because we overlook the power of now? 
 
Time is money in our capitalistic world…..But this is true only if we believe it is so.  It is 
a punitive belief that reduces people to the minimum that they might become, 
encouraging them to take short cuts at every turn where they could be present in every 
moment to the miracles of life that are everywhere. 
 
Capitalism is a belief in scarcity, not abundance.  It has infiltrated our everyday thoughts 
to such an extent that the synapses in our brain have formed habitual patterns of being 
that no longer serve the greater good. 
 
I choose to resist and rewire……I choose a simple life….where I can afford to live in a 
way that supports my highest good.  Where I can thrive in the precious and sacred now. 
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 Through these free-writing exercises I determined that the tensions and conflicts in the 
data had to do with issues of time and separation.  As I explored the themes of time and 
separation I realized that fear, as it related to running out of time and as it related to being 
separated from others, appeared repeatedly in the data.  Further exploration allowed me to 
connect the themes of fear with the values implicit in the two distinct worldviews represented by 
the participants and in the music education curriculum and workshop series. 
 Art-based musical collages. In Chapter Four, the musical collages (found in Appendix 
L) are referenced with each verbal description as an art-based way to depict and summarize the 
improvisations that occurred at each point in the workshop series.  The production and editing of 
these collages constitutes a form of art-based analysis of each improvisation recording as the 
production work required careful attention to key moments of each improvisation. These key 
moments, like themes, were carefully arranged and edited to provide the listener with the best 
possible interpretation and representation of each improvisation without having to listen to them 
in their entirety.  These collages are the equivalent of paragraphs depicting and interpreting 
quotes from the data, only in this case the paragraphs are temporal intervals and the themes are 
sound clips arranged musically to convey meaning.  
 Art-based visual art collages. In Chapter Five, visual art collages (found in Appendix 
M) are referenced following each participant’s journal reflection.  Each collage contains the 
artwork the participant created during the art response to listening to the recordings of the 
improvisations.  Participant captions and short descriptions (when given) of the artwork are 
included to represent the artist’s interpretation and impression of the experience.  The act of 
assembling and assigning a title to these collages is a form of art-based interpretation and 
representation.  I did not analyze the images as such, as they are representations of the 
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participant’s internal experience and it is inappropriate for me to impose my own meaning upon 
them.  The content of the images as described by the participant’s does verify that all of the 
participants in every listening response focused upon the music in a holistic way that was not 
focused upon individual errors.  In other words, none of the participants created an image 
depicting errors or unpleasant moments as were described in the participant journals.  The 
images are presented following each journal entry not only to share an art-based representation 
of the participants’ experiences, but also to make it clear that the participants were responding in 
this way.  This will be discussed in greater detail in Chapter Six. 
The Journey to Restated Research Questions 
 After completing the analysis and during the time I was doing the work of interpreting, I 
revisited the introductory chapter and literature review that I had prepared for my preliminary 
exam.  Re-reading these chapters allowed me to distance myself from the data again so that 
could consider them again in a different way. Although at first I distanced myself too much from 
the data and considered my findings from too distant a perspective, with some gentle redirection 
I was able to refocus anew and consider the findings from an integral four-quadrant perspective.  
 To do this I took the working drafts of Chapter Five (participant interpretation), and 
Chapter Six (my interpretive framework) and crystalized each paragraph into a single phrase or 
bullet point.  I did this for every paragraph in both chapters until I had a complete record (see 
Appendix N).  I then applied the metaphor of “trees in a forest,”  and considered that each phrase 
or bullet point was a tree, and that I could group the trees into groves.  This is when I thought to 
apply Wilber’s four quadrants as a way to create groves.  On a large sheet of white paper I drew 
the four quadrants and then started drawing the “trees” in the appropriate grove. Interior-
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individual “trees” were drawn in the (I) quadrant, exterior-individual “trees” in the (it) quadrant, 
and so forth (see Appendix N, Figure N.1). 
 Looking at the groves of “trees” allowed me to identify the findings and to consider that 
it might be helpful to restate the research questions in the following way: 
What are aspects of internal music learning? 
What knowledge is created from internal music learning? 
What are the benefits, if any, of including the creation of and integration of internal 
knowledge in the music curriculum? 
 
In what ways are other arts supportive of internal music learning? 
To be clear, the initial research questions are applied in Chapter Five as they are more specific 
and helpful in terms of better understanding the participants’ perspective.  The participants 
responded to these particular questions both in journal form and in interviews.  The restated 
questions are broader and encompass the themes and issues that emerged in the analysis and 
interpretive processes.  These questions will be explored in Chapter Six, and dealt with directly 
in Chapter Seven. 
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Chapter Four:  Workshop Design & Description 
 
   In this chapter I describe each of the four workshops and provide a background and 
rational for the inclusion of the various exercises and the overall progression of the series.  I first 
summarize the pilot study and show how I expanded upon that research to design the basic 
format for the workshop series.  Next, I describe each workshop with a workshop session plan, a 
rational, a narrative description of the workshop, and a short summary of the workshop including 
relevant data from the contact summary sheets.  These descriptions provide necessary details 
about the workshops that lay the foundation for understanding the participant accounts in 
Chapters Five and the emergent themes in Chapter Six.   
 Also included are sound collages of the warm-ups and improvisations that occurred in 
each session (See Appendix L).  A form of art-based analysis and presentation, these are 
included to provide aural representations of the music created in each workshop session.  They 
represent art-based analysis in that they were created by the author in a listening/editing process 
that involved identifying key moments and transitions in the warm-up and improvisations.  This 
analysis yielded a musical interpretation of each of the improvisations, and the resulting MP3 
files when listened to presents this interpretation in the same way a visual collage or a descriptive 
summary might in a printed format.   
Pilot Study 
 I conducted the pilot study to learn how expressive arts therapy techniques might be used 
to dismantle my inhibitions and expand my creativity in my music learning practice.  I explored 
expressive arts practices to promote a safe space for musical expression, improvisation, and 
foster internal connections to sound making.  I used art-based research methods and analysis 
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techniques to identify at a personal and artistic level, the fears and underdeveloped skills that had 
prevented me from freely initiating in musical creativity for self-expression.  As I stated in the 
previous chapter, I was motivated to pursue this issue because I felt that my lack of experience 
and expertise in this area limited my ability to both make music collectively with others and to 
facilitate participatory music making at the level of proficiency that I desired. 
 I conducted the pilot study in two phases.  During the first phase I experimented alone 
with my horn, attempting to improve my ability to play on my instrument what I heard in my 
mind or imagination.  I also experimented with playing with loops on Garageband and along 
with other recordings.  During this phase I also experimented with intermodal transfers (Knill, 
Barba, & Fuchs, 2004) both from sound making to another art form, and from an art form to 
sound making.  I found that starting in another art modality and transferring that expression into 
music was a less anxiety producing way to initiate sound making, and that it allowed me to more 
easily access my creative ideas.  While this phase was helpful, I soon discovered that working 
with a partner would be more beneficial in terms of improving my ability to making music 
responsively. 
 In the second phase, I was able to work with a partner who had a similar level of 
improvisation experience, and we met for eight improvisation sessions.  These sessions started 
with a meditation or warm-up in a non-music art modality, included improvisations on our 
primary instruments, hand percussion instruments, the piano, and non-musical objects.  In these 
sessions I used art response and journaling to capture my inner states before, during, and after 
music improvisation sessions.  
 After these sessions had taken place, I did a series of art responses while I listened to the 
recording of each of these improvisation sessions.  It was in this process that I realized that when 
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I made art while listening that I was not aware of errors or moments that had felt chaotic or 
uncomfortable in the moment when I was making the music.  When I considered this along with 
my journal entries and other data, I became aware that I experienced different levels of 
awareness during music making. 
 An important finding of this research was the three distinct experiences of conscious 
awareness I experienced during improvisations.  The first was a fearful state I referred to as the 
harsh inner critic, the witness state, and the flow state.  In this study I refer to them as the self-
conscious, non-judgmental, and creator witnesses respectively. In learning that I experienced 
these three states I realized that I could observe myself in order to identify which state I might be 
experiencing and guide myself from self-conscious thoughts, emotions, and their corresponding 
sensations towards non-judgmental, and then creator witness states.   
 This research study is essentially the third phase in this line of research, in that it expands 
upon the use of the expressive arts, art response techniques, and the exploration of these three 
states of conscious awareness in a series of free improvisation workshops.  It seemed appropriate 
to expand this research to a small group of musicians in order to create a more complex 
improvisation environment, to see if the expressive arts and art response techniques were helpful 
to others, and to see if and how different individuals might experience these three states of 
conscious awareness during music making.   
Psychoeducational Purpose 
 With greater personal knowledge and self-referential awareness gleaned through the 
workshop experiences, it was my aim that the participants be able to cultivate resilience by 
preventing symptoms, and creating personal coping strategies to manage their performance 
anxiety.  While each participant is likely to have a unique set of causes for this anxiety, and 
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require a unique set of solutions, Dianna Kenny suggests many who experience performance 
anxiety have an “internalized parent” whose critical, neglectful, unreliable, or abusive comments 
continue to replay as inner thoughts or voices (Kenny, 2011, p. 266).  These voices, sometimes 
referred to as “scripts,” are repeated in situations that are similar to those experienced in the 
collective past.  Becoming mindful of these scripts, and eventually re-writing or replacing them 
with more appropriate thoughts is at the core of many therapies such as Cognitive-Behavioral 
Therapy (CBT), and other related therapies that focus upon script pathologies.  Kenny (2011) 
and McGrath (2012) both note that these types of therapies are sometimes beneficial for 
musicians who experience performance anxiety. While this workshop is not designed to be a 
therapeutic intervention, it does aim to assist individuals in learning how to become more aware 
of their thoughts so that they may better manage their interior environment during music making.  
This approach is deliberately designed to be educative and to integrate psychoeducational and 
musical knowledges in one experience.   
Workshop One Description 
Workshop session plan. 
12:00 Set up recording equipment and supplies 
1:00 Establish safe space through participant discussion 
1:10 Milling with eye-contact/smile, introductions, name game w/ball 
1:30 Balls and toys:  Introduction to sound improvisation 
1:40 Improvisation:  Play the room/add hand percussion 
2:00 Introduction to Three Witnesses/Journal response 
2:15 Listening/Art response 
2:35 Small group discussion 
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2:45 Photo solicitation/documentation/clean-up 
 Rationale. As I stated earlier, the pilot study along with the Music Background 
Questionnaire and Pre-Workshop interviews informed the design of the first workshop. I planned 
a series of games to facilitate name recognition, promote group bonding, and create a safe 
environment for risk taking.  I decided to include non-musical objects as a way to introduce a 
playful and low-risk way to encourage sound exploration, and I chose to have the participants do 
this individually at first to reduce the likelihood of social comparison.  I gradually introduced 
hand percussion instruments and then casual musical interactions between and among the 
participants to see if they would be able to maintain a playful perspective as they moved from 
toys to musical instruments and from individual exploration to interactions with others.  I 
decided to have the participants journal immediately following the improvisations so that they 
would have an easier time recalling their experience, and I followed that with art response while 
listening to the recording to see if this would facilitate holistic listening for the participants as it 
did for me in the pilot study. 
 Narrative description of workshop session one. At noon on Saturday I began the 
process of bringing in supplies, equipment, and familiarizing myself with the room (Figure 4.1).  
The large choral rehearsal space seemed larger than it actually was because there were mirrors 
along one wall.  The wood floor reminded me of a gym floor, so when I spilled the oversized 
tennis balls and toys on the floor, they seemed to belong in the space.  It took every available 
moment to get the equipment set up, and the participants began to arrive as my research partner 
and I were connecting the last cables and adjusting the video cameras.    
 I made a concerted effort to send a message that this experience would be different than 
the music classes that the participants perhaps took in the same room.  First of all, I was dressed 
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in exercise pants, a t-shirt, and walked around the room barefoot.  This provided a stark contrast 
from the formal business attire that is customary of the professors at this university.  Second, the 
room was set up differently.  In the center of the room were balls, wiffle bats, small balls, and 
Boomwackers strewn across the floor.  On one end of the space were a collection of drums and 
hand percussion instruments.  In the front of the room near the mirrors were a pile of art supplies 
and paper.   
 
Figure 4.1. Room used in first workshop, with instruments.  
 We waited a few minutes to start as one person was running late, and I then invited the 
participants to join me in a small circle on the floor.  I facilitated a discussion where the 
participants articulated what they needed to feel safe while making music.  Once everyone was in 
agreement and understood the concerns of the others, I invited the group to “mill around the 
room.”  A warm-up technique used in expressive arts groups, this activity entails participants 
walking freely around the room greeting each other with eye contact and a smile.  While this was 
awkward at first I allowed it to continue until the participants’ body language and interactions 
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demonstrated that they had lowered their guard a bit and were more ready to interact with one 
other.   
 We returned to our circle on the floor and did a series of name games with the oversized 
tennis ball.  This ball would serve as a device for focusing our attention on the participant with 
the ball in group discussions.  I facilitated introductions by having the participants share their 
favorite ice cream flavor, major, primary instrument, and something that they wanted to do over 
summer break.  After these warm-ups we were ready to begin working together. 
 An introduction to the witnesses. In the first of the four workshops, I introduced the 
self-conscious, non-judgmental, and creator witness to the participants through a short dramatic 
enactment.  I asked the participants to notice if any of these or other witnesses showed up during 
the workshops or in their daily life.  In the workshops I specifically asked them to journal about 
their inner experiences immediately following free improvisations.  I also asked specific 
questions during group discussions to draw out information about these experiences.   
 As was stated before, I discovered the three witnesses in the analysis of the pilot study 
where they emerged as themes.  In the literature review search process I discovered later that 
Berkowitz (2010) described the concept of multiple witnesses in improvisation.  He describes 
that musicians can experience being both a creator and witness within the same musical event.  
The witness is capable of observing the self and thinking about the processes and forms of the 
musical action respectively.  The creator is in a flow state and seems to be making music 
unconsciously or without the same mental awareness of that of the witness. Berkowitz suggests 
that during musical improvisation that there are fluctuations between these states and notes that it 
is possible to experience creator/witness awareness simultaneously.  I adopted Berkowitz’s terms 
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(witness/creator) and then renamed the three states, the self-conscious witness, non-judgmental 
witness, and creator witness.  
Self-Conscious Witness 
Oh, No! 
I am awful! 
I never practice enough. 
They know I am a terrible player. 
Who am I kidding? 
I should just quit. 
 
Non-Judgmental Witness 
Okay, that note was a bit out of tune…… 
Nice, you shaped that phrase well….. 
Ooops, next time I should warm-up more…… 
That technical passage was better this time……. 
I need to practice those intervals more….. 
Maybe I could ask others how they practice that part…. 
 
Creator Witness 
Ah, I love this! 
This is bliss! 
 
 Group Drawing:  Following an intuitive hunch. Although I had not initially planed to 
do so, I followed my intuition and decided to roll out a long brown piece of packing paper on the 
floor (Figure 4.2).   I told the participants that it represented a spectrum; one end indicated that 
they were totally “anxious” about improvising; the other end indicated that they were completely 
comfortable while improvising or “chill.”  I asked the participants to rate themselves by placing 
their mark on the paper.  I offered them markers to draw an icon to represent themselves.   Each 
of the participants placed their icons on the paper, and each participant explained why they 
placed their icon where they did on the spectrum.  This helped the participants to know that their 
peers had similar feelings about improvising in front of one another, and may have made it more 
difficult to project their own self- judgment upon the other participants.   
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 The photos below show this drawing, and because the paper is very long, two images are 
presented here to better depict the larger image. 
 
	  
Figure 4.2. Group drawing on the floor. 
 
 The next image (Figure 4.3) is a close-up of the center of the drawing where the 
participants collectively placed their icons. 	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Figure 4.3. Group drawing, close-up. 
 
 The next set of images (Figure 4.4) are close-ups of each individual icon along with the 
statements each participant offered to the group to describe why they placed their icon where 
they did on the spectrum.  Based upon these comments and others made in the post-workshop 
interviews, the participants interpreted this activity in two ways.  Some are more focused upon 
their emotions (John, Matthew, Meg, & Kari), while the others (Lisa and Jack) are more focused 
upon their abilities.  A closer look at their comments showed that many of them made the 
assumption that feeling anxious and being less able were synonymous.   
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 This exercise helped me as the facilitator to better understand how the participants felt 
about their anxiety and or abilities, but it also served to communicate this information to the 
group.  It was my intention to make anxiety visible so that everyone in the group could see that 
each member of the group had anxiety to some degree.  This drawing was a way to address the 
“elephant in the room,” and get the issue out in the open as a topic for discussion.  
 
Figure 4.4. Close-ups of each individual icon, with participant comments. 
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 Warm-up:  Balls, bats, and toys. The balls, bats, and toys were strewn all over the floor 
were intentionally set up to create a play space for the participants.  I encouraged them to explore 
all of the sounds that the objects made, and to explore what sounds they could make with the 
other objects in the room such as music stands, the choral risers, wooden platforms, etc.  I took 
the lead and grabbed a slinky that was sitting on the floor nearby and started making sounds by 
clapping it together.  After looking around at each other, the more adventurous participants 
began to grab objects and move around making sounds with them.  Eventually all of the 
participants joined in.  This sound exploration was not meant to be interactive.  Each of the 
participants explored sounds independently and did not attempt to join in conversation with one 
another. 
 Improvisation one:  Balls, bats, and boomwackers. We regrouped and I invited the 
participants to continue to explore sound by adding the hand percussion instruments that were at 
the end of the room.   I started the improvisation with a steady beat on a djembe, and the 
participants were less tentative to join in this time.  The sound exploration continued for several 
minutes, but there was no attempt by the participants to explore the sounds together in any 
meaningful way.  Each of the participants continued to do their own thing, even when I 
attempted to interact with them in musical conversation.   
 Improvisation two:  An invitation to interact with one another. Hoping that the 
participants were more comfortable with the activity, I encouraged them to interact with one 
other as they felt led.  I also encouraged them to consider new objects in the in room that they 
might use to make sound with in the improvisation.  Towards the end of this improvisation I 
noticed that the participants were congregating around the metal staircase that led up to the riser 
platform. 
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 Improvisation three:  Will you talk with me at the staircase? I suggested that we 
deliberately incorporated the riser platform in our improvisation to see if it would provide a 
framework or would encourage more interaction by reducing the distance between the 
participants.  I invited the participants to converse with one another, as it was natural to do so.  I 
started the improvisation again with a steady beat.  Everyone joined in and made sounds again.  
Some were independent, and a few participants attempted to engage in musical dialog with one 
another.  I milled around the area attempting to engage with each participant at least once, but 
several of them avoided eye contact when I approached them. Some of the participants were able 
to “talk with each other,” while some seemed to be a bit shy or more interested in making sound 
on their own.  The musical result was a little more organized, but still very random and 
incoherent because there was no attempt to have a group conversation.  It was more like a social 
event where there are multiple conversations going on at the same time.   
 Journaling. After I brought the final improvisation to a close, I invited the participants 
back to the circle.  I reminded them of the three witnesses I introduced earlier, and asked them to 
journal about if they had experienced any of these states and about their experience of the 
activities. The participants then took out their laptop computers and found a space in the room 
where they felt comfortable to journal.  After the journals were written, I had the participants e-
mail their journals to me before we transitioned to the next activity. 
 Listening/Art Response. While the participants were journaling I cued up the audio 
recording of two improvisations.  I invited the participants to move, write a poem, draw a picture, 
or write a dramatic conversation (script or monologue) as they listened to the recordings of the 
improvisations.  All of the participants chose to draw a picture.  Although I invited them to find a 
place in the room where they felt comfortable, the participants chose to clump around each other 
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on the floor.  Most of the participants chose to draw a picture for each improvisation, while some 
did multiple pictures. 
 Final Discussion. After listening to the two improvisation excerpts I invited the 
participants to form our circle.  I passed the ball to the participants as they indicated that they 
wanted to share and we discussed their artwork, journaling, and questions related to their overall 
experience.  We ended the discussion with a final word.  Each participant was invited to offer 
one word to describe how he or she was feeling as a way to bring closure to the experience. 
 Summary. This first workshop was focused upon helping the participants become 
acquainted, exploring sounds in the room, and exploring hand percussion instruments.  The 
participants were introduced to the three characters or witnesses, and the art-based reflective 
process.  The central issue I noticed in this session was that each of the participants was tentative 
and unsure about what to do until they saw me or someone else do something.  The participants 
were reluctant to engage with one another directly, and the few interactions that occurred were 
short in duration. 
Workshop Two Description 
 Workshop session plan. 
 
7:00 Check-in/Small Group Discussion with ball 
7:05 Warm-up:  Sound exploration with art supplies 
7:25 Moving Sculpture with Sound 
7:35 Improvisation:  Toning/body percussion/toning with body percussion 
7:45 Improvisation:  Pauline Oliveros style 
8:10 Listening/Art response 
8:30 Small group discussion 
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8:45 Photo solicitation/documentation/clean-up 
 Rationale. After reading each of the participant journals and watching the video of the 
first workshop, I decided to start the second workshop with a check-in in the form of a short 
group discussion to bring the group back together.  Because the participants’ journal entries 
expressed that the sound exploration during the first workshop was “fun” and that attempts to 
communicate with others were “stressful” or “difficult” I decided to warm-up the group with a 
sound exploration with art supplies that led into a structured improvisation with these materials. 
Also to provide more structure and to make a transition into the use of body percussion sounds 
and the voice, I decided to introduce the moving sculpture described below.  I decided to 
introduce a sequence of structured improvisations meant to gradually increase risk. Because the 
journaling and art response worked well, I decided to continue them in this and the remaining 
workshops.  
 Narrative description of workshop session two. The second workshop took place in a 
music education classroom with a full complement of drums and hand percussion instruments.  
Carpet covered one section of the room and there was a tile floor in the section of the room with 
desks, dry-erase board, projector and screen.  The rooms selected for the workshops were 
determined by selecting the most suitable rooms left available in the university calendar.  In 
sharp contrast from the large choral rehearsal room with wood floors and mirrors, this room 
seemed much smaller.   To compensate I opened the blinds to create a more organic and open 
space.  This room seemed to have a more serious energy. This may have been because the 
students had nearly half of their music education courses in this room, and I had taught an 
elementary education course in the room as an adjunct professor.  A major snowstorm was 
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approaching, and since it was Sunday evening, several participants had just returned to campus.  
The storm began during the session.   
 Check-in:  Small group discussion with ball. I decided to start the second workshop 
with a check-in to get an idea about how the participants felt about the first workshop after 
having time to reflect further.   I asked the participants to offer a word that best described how 
they were feeling about their experience so far.  To focus our conversation clearly on one person 
at a time I used an oversized blue tennis ball and passed it to the person speaking.  The ball made 
it clear who “had the floor” and this technique was used throughout the remaining workshops.  I 
used this ball because it was also used in the first workshop during the name game exercise.  It 
was my intention to re-introduce a familiar object to help re-establish the group bond.  In this 
discussion the participants shared both tentativeness and enjoyment concerning the free 
improvisations and sound explorations of the past workshop.   
 Warm-ups.  
 Sound exploration with art supplies. The warm-up was another sound exploration using 
large sheets of off-white packing paper, boxes of markers, scissors, and tape.  Similar to using 
bats and balls in the first workshop, the purpose of this activity was to encourage the participants 
to listen carefully to the different sounds that could be made using non-musical objects.   A short 
period was given for the participants to explore these sounds individually.   
 Add One/Subtract One improvisation. I then invited them to do an Add One/Subtract 
One Improvisation with the art supplies.  In this improvisation form, one person explores sound 
until they find something they like and can repeat it in a loop.  The first person looks to the next 
person in the circle to explore and add their contribution and so on around the circle until all 
persons are playing simultaneously.  After the whole group has played for a while the first 
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person drops out, then the next and so on until the final participant is soloing and then ends the 
improvisation.   
 Milling around the room using body percussion and non-verbal vocalizations. The next 
activity involved moving around the room exploring the sounds than can be made with the body.  
I intentionally chose to have the participants move around rather than be in a circle, so that they 
would have more freedom to explore without eye-contact or the focused intention of an audience.   
 Moving sound sculpture with body percussion, repetitive movement, and non-verbal 
vocalizations. Because the participants were a bit more comfortable with body percussion and 
non-verbal vocalizations at this point, I invited the participants to create a moving sound 
sculpture.  A form modified from a drama education/therapy exercise, one person starts the 
sculpture by adding a repetitive movement and sound.  This movement and sound cycles in a 
loop throughout the performance of this form.  Once a loop is established, a second participant 
adds a movement/sound to the moving sculpture.  This process continues until all participants are 
moving and sounding in repetitive loops.  The result is a composite of sounds and movements 
unique to the performers. 
 Body percussion and non-verbal vocalizations. This improvisation was an Add 
One/Subtract One form using body percussion and non-verbal vocalizations.  I intentionally 
moved from milling, to a moving sound sculpture, to the Add One/Subtract One form as a way to 
increase focus and intimacy with body percussion and non-verbal vocalizations.  Milling did not 
require eye-contact or any focus on the other, the moving sound sculpture did not require eye-
contact, but did require viewing what others were doing to decide what to add, and the add 
one/subtract one form required eye contact and closer listening throughout the improvisation. 
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 Improvisations. After the warm-ups mentioned above I transitioned into additional 
improvisational forms and combinations.  These forms did not have a device for ending the 
improvisation, so they tended to last longer until they ended naturally. 
 Toning with static pitches and bending pitches. Vocal toning is a practice of vocalizing 
sung pitches.  Each participant was invited to sing a static pitch of their choice until they needed 
to take a breath. At that point they could choose another pitch if they desired.  All of the 
participants took a breath together and entered at the same time forming a tone cluster.  The tone 
cluster changed as participants re-entered after breathing and was at times very dissonant.   
 When this first toning exercise came to a close, I invited the participants to tone again, 
but gave them the option to use either static or bending pitches.  I also encouraged them to alter 
dynamics if they wished.  To start this exercise I used a call and response form.  Three of the 
participants started toning and the other three listened to offer a response to what they heard.  
Participants were instructed to listen before re-entering after a breath as a way to respond to what 
was already occurring in the tone cluster.   The result was a tone cluster that varied more than the 
first and contained responsive soundings. 
 Call and response:  Body percussion and non-verbal vocalizations. Now that the group 
was familiar with the call and response form, I went back to body percussion and non-verbal 
vocalizations to give the participant’s voices some rest.  Three participants began to make sounds 
while the other three listened and then entered with responsive sounds.  I did not specify that the 
responses had to be the same as the call or different, but let this be up to the participants to 
decide. 
 Call and response: Body percussion, verbal and non-verbal vocalizations. This call and 
response was similar to the last, but now included vocal toning as an additional option.  Before 
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starting this improvisation I shared with the participants a Pauline Oliveros piece that I had 
performed where she had used multiple layers of call and response as the form of the 
composition.  I described how the performers were to listen to the soundscape and respond by 
echoing back or contrasting with the original call.  Echoes or contrasts could vary in terms of 
dynamics, timbre, tempo, or articulation.  I offered this description in order to encourage more 
experimentation and the taking of risks in this improvisation.   
 Journal:  Name your witnesses. In a similar fashion as the last workshop, I invited the 
participants back to a circle on the floor.  I encouraged the participants to name their witnesses 
and focus on them more specifically in this journal entry.  The participants then took out their 
laptop computers and found a space in the room where they felt comfortable to journal.  After the 
journals were written, I had the participants e-mail their journals to me before we transitioned to 
the next activity. 
 Listening/art response. While the participants were journaling I cued up the audio 
recording of the improvisations.  I again invited the participants to move, write a poem, draw a 
picture, or write a dramatic conversation (script or monologue) as they listened to the recordings 
of the improvisations.  I made it clear that I would be moving to the recordings this time to see if 
this would allow others to feel more comfortable doing so.  One participant joined me in moving, 
but the remaining five participants chose to make visual images.   
 Final discussion. Participants shared their visual images and movement experiences with 
the group.  We discussed the participant’s experience of identifying the witnesses during the 
improvisations.  One of the participants shared that he experienced an encouraging witness that 
would argue with his self-conscious witness.  None of the other participants indicated that they 
had this experience.  We ended this discussion with a final word describing the experience. 
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Summary. This workshop was intentionally more structured (as one participant noted at 
the end).  I used structures to facilitate more interaction between the participants that occurred in 
the first workshop.  The call and response forms used were intentional ways to invite the 
participants to listen and respond to one another in a more conversational way.  While the form 
did help to establish more dialogic music making, this seemed difficult for the participants at 
times as they fluctuated between focusing on expressing their own sounds and listening to others.  
In other words, some of the participants seemed to be experiencing cognitive overload and were 
not able to both express and respond.  There were times when it did not seem that anyone was 
listening and responding to one another. 
Workshop Three Description 
Workshop session plan. 
3:00 Check-in/Small Group Discussion with ball 
3:10 Body Scan/Guided Imagery exercise 
3:15 Warm-up:  Sound exploration with hand percussion instruments 
3:30 Improvisations 
4:00 Journaling 
4:15 Listening/Art response 
4:35 Small group discussion 
4:50 Photo solicitation/documentation/clean-up 
 Rationale. As I did with the previous workshop, I read each of the participant journal 
entries and watched the video of the second workshop in order to plan for the third workshop.  I 
decided that the overall structure of the workshop was helpful and decided to keep it the same for 
consistency.  Because the participants had included detailed descriptions of the witnesses in their 
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journal entries I opened the workshop by asking them if they had noticed their witnesses outside 
of the workshop.  I decided to add the observer witness in a guided imagery exercise and lead a 
body scan to provide them with additional self-referents since the three witnesses seemed to be 
useful to the participants.  I decided to build upon previous improvisation structures first with 
hand percussion instruments and then with the participants’ primary instruments as I felt that 
they were comfortable enough with the structures and each other to take the additional risk of 
adding tonal complexity. 
 Narrative description of workshop session three. The third workshop took place in the 
same room as the previous session.  This workshop took place on a Saturday afternoon two hours 
later than originally planned.  One of the participants had a dress rehearsal scheduled at the last 
minute and the other participants were gracious and able to attend the workshop later in the day.  
The participant did not arrive at the workshop until the last thirty minutes, because the rehearsal 
ran over one hour and a half.     
 Check-in:  Small group discussion. I decided to start the third workshop with a check-in 
focused around the three witnesses.  I asked the participants to reflect upon their week and share 
any time that they noticed that one of their witnesses had showed up in a lesson or rehearsal 
situation.  Since most of the participants offered examples of the self-conscious witness, I also 
asked what they did to manage or negotiate this inner dialogue.   
 Warm-ups.  
 Guided imagery & body scan. After the participants shared their examples of the self-
conscious witness, I led the following guided imagery exercise. 
 Imagine that you have in front of you at your left, the self-conscious witness. And 
imagine in front of you is the nonjudgmental witness. And a couple of you have talked 
about having an encouraging witness. Let's put the encouraging one kind of near the 
nonjudgmental witness, maybe to the right. So you've got self-conscious, nonjudgmental, 
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encouraging, and then over to the far right side you have your flow state (creator witness). 
So you've got these characters in front of you. But you are sitting across from them 
looking at them. So imagine the scenario you just shared with everyone. Turn and look at 
the self-conscious witness. You've just heard that character speak to you. Just silently, to 
yourself, what could you say back to that voice? (pause). Or is there another character 
that you would ask to talk to that voice for you? (pause). And what would it say? (pause). 
Now imagine that these voices in front of you are like little kids. And you are the grown-
up. You are the parent, and it's your job to make sure that the witnesses play nice together. 
So now, what could you say to anyone that wasn't acting very nice? (pause).  
 
Immediately following this, I led a body scanning exercise where I asked the participants 
to imagine how they felt during the time that they experienced the self-conscious thoughts.  I had 
them place their attention on various parts of the body starting at the feet and ending with the top 
of the head.  Once they were aware of the parts of the body that had uncomfortable sensations, I 
asked them to return their body to a healthy, peaceful state by reversing the process. I then 
suggested that they could use a shorter version of the body scan in playing situations to notice 
the symptoms of negative thoughts in their bodies, and that their “big witness” or “observer 
witness” could intervene and return the body to a state of balance. 
The guided imagery with the witnesses and the body scan are two techniques designed to 
increase awareness of thoughts and sensations.  They were introduced in the third workshop in 
response to my realization that the self-conscious thoughts of the participants were sometimes 
interfering with their ability to be present in free improvisations and also in music-making 
outside of the workshop as was evidenced in their journals and comments in group discussion. 
 In the rest of the workshop, we applied these reflective techniques after hand percussion 
improvisations and discussed how the inner voices sometimes interfered with our musical 
conversations.  Later, we did improvisations with primary instruments.  Because the participants 
had all reported a history with self-conscious thoughts while playing their primary instrument, I 
was curious to see if their inner dialogue would change as a result. 
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 Greeting one another with hand percussion instruments. Participants were invited to 
select from a collection of hand percussion instruments that I had set out on the floor.  I 
encouraged the participants to explore an instrument or instruments that they were curious about 
and use that instrument to greet each other.  This was a way to informally encourage the 
participants to sound and respond to one another in a conversational way.   
 Add One/Subtract One with hand percussion instruments. The participants selected two 
hand percussion instruments and were invited to sit in a circle.  Each participant selected one 
instrument to use for the first exercise which was an add one/subtract one form. 
 Duet conversations with hand percussion instruments. To encourage more direct 
conversation, I suggested that the participants break into duets and carry on a non-verbal 
conversation via the two hand percussion instruments that they had selected.  The participants 
were a little tentative to interact at first, but warmed-up into a lively conversation.  This is at 
times difficult to hear on the recording since these duet conversations were happening 
simultaneously. 
 Group conversation with hand percussion instruments. For the final warm-up with hand 
percussion instruments, I invited the participants to engage in a group conversation.  I did not 
suggest a form other than that it would be group conversation, and indicated that they could start 
and stop the conversation in any way that they chose.  This improvisation seemed to please the 
participants and there was a sense of attunement that was perhaps the strongest of any exercise in 
all four of the workshops.  I took this opportunity to have the participants do a body scan and to 
identify which witness was present in this moment.   
 Improvisations. After the warm-ups mentioned above I transitioned into additional 
improvisational forms and combinations with the participant’s primary instruments.   
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 Toning with primary instruments. Participants were invited to replicate the toning 
exercise with static pitches done previously on voice with their primary instruments.  The first 
improvisation was with static pitches where the keyboard percussion instruments rolled, and the 
brass and string players did long tones.  The second toning improvisation involved static pitches 
but included changes in dynamics.  The third toning improvisation was expanded from static 
pitches and dynamic changes to include bending pitches or chromatic movements on the 
keyboard percussion instruments. 
 Group conversation with primary instruments. Now that the participants were used to a 
non-tonal improvisation with their primary instrument, I reintroduced the group conversation 
form that was used previously in the warm-up with hand percussion instruments.  The 
participants were instructed to start and end the conversation as was natural to do so, and to 
interact with each other.  This improvisation did not achieve the level of attunement as the 
previous group conversation improvisation with hand percussion instruments as participants 
seemed to be more preoccupied with their own self-expression than with dialog. 
 Journal:  Body scan. At the end of the last improvisation I asked the participants to do 
another body scan and to consider what witnesses presented during this improvisation.  I invited 
them to journal about this improvisation and the other improvisations and warm-up exercises. 
 Listening/art response. As in the past two workshops, I invited the participants to move, 
write a poem, draw a picture, or write a dramatic conversation (script or monologue) as they 
listened to the recordings of the improvisations.  This workshop all participants chose to create 
visual images.  During the listening/art response period, the sixth participant arrived from her 
dress rehearsal and joined in the activity.  I encouraged her to respond to her dress rehearsal 
experience since that was more relevant to her than the recorded improvisations.   
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 Final discussion. Participants shared their visual images with the group and responded to 
what they heard while drawing.  We discussed the difference between journaling and art 
response and the difference between listening for errors versus listening artistically or more 
holistically.  We discussed the prevalence of various witnesses, and offered a final word to 
describe the experience. 
Workshop Four Description 
 Workshop session plan. 
3:00 Check-in/Small Group Discussion with ball 
3:10 Musical Greetings with primary instruments 
3:15 Warm-up:  Add One/Subtract One circle with primary instruments 
3:20 Improvisation/Journal/Art-response 
3:45 Improvisation/Journal/Art-response 
4:15 Improvisation/Journal/Art-response 
4:45 Small group discussion 
4:50 Photo solicitation/documentation/clean-up 
 Rationale.  After reviewing the journal entries and watching the video, I decided to alter 
the structure of the final workshop in order to maximize the amount of time for improvisations 
with primary instruments.  While it seemed that some of the participants were not comfortable 
with improvising with their primary instruments in the previous workshop, most of the 
participants expressed a desire to either explore more or improve their abilities on their 
instrument.  I decided to use primary instruments in every activity including a short warm-up.  I 
also decided to run three improvisation/journal/art response cycles so that we could explore 
longer improvisation exercises as I sensed that the participants were comfortable enough with the 
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structures and each other to engage in longer improvisations allowed to continue until their 
natural end. 
 Narrative description of workshop session four. The fourth and final workshop took 
place in the same room as the previous two workshops.  This workshop took place late in the day 
on Friday afternoon, and the participants seemed tired and distracted from the business of the 
week.  This may have been especially so because it was near the end of the semester.  One of the 
participants arrived ten minutes late because he was at the student health center due to an illness.       
 Check-in:  Small group discussion. The participants shared their experiences managing 
their witnesses in situations outside the workshop that occurred the prior week.  Participants also 
offered a word and short description of their experience so far. 
 Warm-up.  
 Musical greetings on primary instruments. Similar to the musical greetings with hand 
percussion instruments that occurred in the last workshop, participants were encouraged to greet 
one another by initiating a musical dialog with each of the other participants.  The mobile 
participants (brass, and high strings) moved to join the cello and keyboard percussionists who 
were bound to their location. 
 Add One/Subtract One with primary instruments. This warm-up utilized the familiar 
Add One/Subtract One form using primary instruments.  The participants sat in a circle and 
added an idea at a time.  This improvisation came to a halt in the middle when all of the 
participants had entered the improvisation.  It is possible that I did not make it clear that this 
particular form was being used, or that the participants felt the improvisation was ready to come 
to a close. 
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 Improvisations. After the warm-ups mentioned above I transitioned into additional 
improvisational forms with the participant’s primary instruments.  Unlike the previous 
workshops, we did three longer improvisations with an opportunity to journal and do a 
listening/art response immediately following each.   
 Free Improvisation:  A container for expression. I decided to start the next 
improvisation without offering any form or set of expectations to see what would unfold 
naturally.  I wondered if the participants would engage in musical conversation, or would use the 
time to experiment primarily with their own expression.  The improvisation that unfolded was 
mainly expression.  The participants commented that the improvisation was creepy and dark.  In 
the discussion that followed there was a consensus that the improvisation had served the 
participants as a container for the frustrations and stresses of the week.  In this case, the group 
held a sound space for expression and there was little discernable dialog between the participants.  
 Group conversation with primary instruments. Now that the participants had expressed 
their backlog of emotions, I invited them to engage in a group conversation.  I encouraged them 
to listen to one another and respond, as they felt led to do so.  The improvisation seemed similar 
to the first one until I took it upon myself to move around the room and engage more directly 
with the participants.  This facilitation was a cue to the other participants to do the same, and 
more dialogic sound making then occurred.  Perhaps since some of the musicians could move 
and some could not, it was difficult to engage in conversation without this more directed 
movement.  It would be hard to engage in duet or trio size conversations when everyone is in a 
large circle. 
 Alternating between rhythmic accompaniments and soloing. To establish a group 
conversation, I encouraged the participants to focus their contributions to the conversation in 
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either the form of accompaniment or a solo.  I invited the participants to alternate between the 
two so that solo material could be heard by all and that there would not be too many people 
soloing at the same time.  While this form did elicit more sensitive interactions within the group, 
there were times when there were many people soloing (talking) at the same and not making any 
attempt to listen to what the others were saying.  In this sense, it felt like a music shouting match 
in moments.  I wonder if this is because listening and responding overwhelmed some of the 
participants, or if it was not clear to them that this improvisation was meant to respect and 
include the contributions of all participants.  In other words, did the underdeveloped skills of the 
participants create cognitive overload, or did I fail to explain clearly that the music making was 
to be inclusive and integrative in nature? 
 Final discussion. The final discussion included the sharing of visual images created 
during the art/responses following improvisations.  Participants also discussed the surfacing of 
witnesses during the improvisations, and offered a final word about the experience.  In addition 
to the normal post improvisation journals, I also asked participants to answer a series of 
questions that I modified from the research questions for this study. 
 Group drawing revisited. At the very end of the workshop as the participants were 
archiving their drawings, I asked them to draw another icon on the original group drawing 
(Figure 4.5).  The photograph below shows the original drawing with a new set of icons added to 
depict how the participants felt at the end of the workshop series as compared to the first.   	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Figure 4.5. Group drawing at the end of the workshop series. 
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Chapter Five:  Introduction and Accounts of the Participants 	  
Part One:  Introduction of Participants 
 
 In order to acquaint the reader with the six participants, I will provide individual 
introductions followed by a summary of the descriptive data collected via the Music Background 
Questionnaire, and a summary of the Pre-Workshop Interviews.  The images and corresponding 
quotes included in the following individual introductions have been taken from the group 
drawing created in the first workshop.  The image is of the icon the participant drew to mark 
their level of anxiety on a spectrum, and the quote is of their comment about the placement of 
their mark upon the drawing.   
John. 
  
Figure 5.1. John: “I feel like I have a good grasp on improvising.” 
 John reported that he had learned to internalize stressors.  Before entering the university 
John attended a competitive suburban high school music program that was in his words 
“authoritarian,” and was where he said he had learned to be “hard on himself.”  John reported 
being especially critical of his self when he listened to recordings of his playing.  Feeling 
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“absolutely terrible” about issues like his tone, he admitted becoming discouraged enough to stop 
playing or listening to recordings of his playing.   
 While he had little experience improvising with his primary instrument (the euphonium), 
John played the guitar in jazz band, and enjoyed playing jazz music for the residents at a 
retirement home in his community.  In terms of improvisation, John was likely the most 
comfortable and experienced member of the group, but he spoke candidly in the pre-interview 
about how he “feels out” the people he plays with and for in order to see if “they will be critical 
of [him], or not.”   During the workshops John employed this strategy in many ways.  One of the 
quietest members of the group, John appeared to be a keen observer who would typically wait to 
respond in discussions after others had spoken.  He also tended to listen attentively during 
improvisations before making an entrance or responding to others contributions in ongoing 
improvisations.   
Jack.  
 
Figure 5.2. Jack: “I just drew sort of, a starting line, and I just need to go further.”  
 Jack stated that he gets the “most anxious when [he is playing] alone, including solos in 
large ensemble pieces, and that he experiences “higher anxiety when improvising rather than just 
playing a written piece that [he has] practiced before.”  While Jack shared that he has trouble 
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with uncontrollable shaking, he also “talks to [himself] about how there is no reason to be 
nervous,” tells himself to “trust in [his] instincts and muscle memory,” and “to calm [himself] 
down.” 
 Jack has “several years” experience “playing the drum set at [his] church,” but he 
expressed concern that on keyboard percussion instruments that he had “very little improvisation 
skill.”  He shared that he has difficulty knowing what “individual notes on the marimba sound 
like in his mind,” and that he would only know if that note would sound good or bad “after 
hitting the note.”  While Jack stated he was comfortable improvising “complex rhythms on the 
drum set,” he stated that he “played awful improvised melodies.”  Jack said his high school 
teacher “gave us a chord progression to follow, but that was it. So you'd just hit notes in the 
different chords, I guess.”  
Meg.  
 
Figure 5.3. Meg: “Um, I feel like every time I perform I, there no words. I just shake.”  
 Meg assumes that people who listen to her “always” automatically judge her. She  
says that she gets “very anxious” when performing and that she worries that she will “let others 
down” if she makes a mistake.  During performances she reports a habit of “over-thinking” what 
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she is doing, and that she keeps track of “every small, minute mistake” she makes.  She also 
reported that she was unable to take advantage of heightened alertness during performances 
“because [she was] mostly focused on the people around [her].”  When I asked her about her 
inner dialogue prior to performances she said that her self-talk “became more negative and 
critical” as she approached the performance. 
 As a percussionist, Meg reported that she had only a limited amount of improvisation 
experience in high school jazz band.  On the questionnaire, she wrote that she “would really 
appreciate any help she could get with [her] anxiety, and that she hoped to improve her ability to 
improvise to “help her comprehensive musicianship” and become a more “well rounded 
musician.”  During the workshops, Meg was quiet and seemed a bit less willing to interact during 
improvisations or share with the group during group discussions than the other participants.  On 
one occasion she prefaced her statement with a disclaimer that her response was “not as good as” 
the responses of the other group members.   
Matthew.  
 
Figure 5.4. Matthew: “I feel like I face plant when I perform.” 
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 Matthew’s performance anxiety had caused a “really bad tension problem” that affected 
his ability to play at times, and resulted in chronic pain in his shoulder.  Matthew’s first memory 
of performance anxiety was in a fifth-grade choir performance where his voice shook so much it 
“sounded like vibrato.”  Matthew shared that he had so much performance anxiety because he 
had a history of negative experiences both with teachers and his peers where comparisons were 
made and he was made to feel he “was not as good” as someone else.  Prior to performances he 
shared that he would become increasingly nervous, and that even though he would try to calm 
himself down, he still had a lot of “negative energy.”  Matthew also reported that he tried to 
manage his performance anxiety by “eating bananas, giving [himself] a pep talk, breathing, 
running through [his] piece several times, and doing some yoga for musicians.” 
 As a violist, Matthew reported that he had taken a few fiddling workshops, but he was 
“much more confident” improvising vocally.  While he was also taking vocal lessons, his 
confidence with improvising vocally came from harmonizing and being creative along with 
“music on the radio.”  Matthew’s story is unique in that he experienced both personal and 
financial difficulties during the course of the workshop series that resulted in his transfer to 
another university after then end of the term.   
Lisa.  
 
Figure 5.5. Lisa: “That’s where I stand.”  
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 It is possible that Lisa seemed more at ease than the other group members because she 
was a few years older, or because she had sought out opportunities to improvise outside of the 
music education curriculum.  Lisa had attended a summer workshop that included improvisation, 
and she had studied drumming in Jamaica.  It is also possible that Lisa’s mother, who had 
experienced a negative music learning experience, had gone to great lengths to instill in her 
daughter the attitude that the most important thing about making music was to “enjoy expressing 
herself” and “connecting with others.”  In any case, Lisa’s confidence and friendly calming 
presence was positive and nurturing for the other members of the group as was evidenced 
specifically in Matthew’s journal, and in other’s comments about how Lisa’s contributions in the 
improvisations helped the participants to enjoy the experience. 
 While Lisa may have been the most experienced and least nervous about free 
improvisation in the group, she did share that she had performance anxiety in most of her music-
making experiences. As early as the second workshop she shared comments about how she 
wanted to be able to take the attitude and ease of free improvisation and “apply it outside of the 
workshop” to her other music making experiences.  Lisa, who was also an ice-skater, was the 
only participant who chose to do movement as her art-response during the listening activities.  
Lisa’s confidence was evident in choosing to do something different than the rest of the group, 
and in her tendency to take a leadership role during improvisations.  Lisa demonstrated a greater 
willingness to take risks and experiment freely as compared to the other participants.   
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Kari.  
 
Figure 5.6. Kari: “I try and make myself feel better by imagining some of my favorite things, 
like whales and rainbows.” 
 
 Kari is a first-year percussionist who reported that she had only “studied [keyboard 
percussion instruments] for two years” and had only “played in ensembles for three years” She 
also reported that she had “very little to no improvisation experience.”  In high school, she only 
recalled having “one class hour devoted to improvisation over the course of the two years [she] 
was in the band program.”    
 Kari’s story is unique in that social anxiety had kept her from participating in music prior 
to her last two years of high school.  When she first started performing she said she “almost 
passed out on stage because it was just so bad.” Kari disclosed that she had been recently 
diagnosed with social anxiety disorder and that she now took medication to manage her 
symptoms.  This first year at the university had been especially challenging for her because she 
was playing “with people that had seven or more years of experience,” and this had caused her to 
“retreat back into the shell [she had] managed to break out of during the last two years of high 
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school.” Kari hoped that the workshop would  “boost [her] confidence as a college-level 
musician.” 
 Descriptive Data:  Music Background Questionnaire. The six participants were from 
18 to 22 years of age, and were pursuing an undergraduate degree in music education, with one 
participant pursing a dual degree in music performance.  The primary instruments of the 
participants were percussion, euphonium, viola and cello.  Several of the participants reported 
that they played a secondary instrument (see Table 5.1). All participants reported moderate to no 
level of proficiency in improvisation, and also reported moderate to extreme levels of anxiety 
while improvising (see Table 5.2). When performing music in general, the participants reported 
low to extreme levels of anxiety (see Table 5.3).  When asked to report how often anxiety 
prevented them from participating in various musical situations, several of the participants 
reported that anxiety had prevented them from participating in either large ensemble, solos with 
a large ensemble, or solo recital performances.  One of the six participants reported the use of 
medication to manage anxiety.  
  Table	  5.1	   	   	   	   	  
Participant	  Information	   	  	   	  	  	   	   	   	   	  Name	   Age	   Primary	  Instrument	   Secondary	  Instrument	   Major	  Lisa	   22	   cello	   harp,	  piano	   Music	  Education	  Jack	   19	   Percussion	   	   Music	  Education	  Kari	   18	   Percussion	   	   Music	  Education	  John	   19	   Euphonium	   Guitar	   Music	  Education	  Matthew	   20	   Viola	   Voice	  -­‐	  Tenor,	  Violin	   Music	  Education	  Meg	   18	   Percussion	   Piano	   Music	  Ed.	  &	  Performance	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Table	  5.2	   	   	  
Improvisation	  Experience	   	  	  	   	   	  Name	   Proficiency	   Anxiety	  Level	  Lisa	   moderate	  	   moderate	  	  Jack	   low	  	   high	  Kari	   none	   high	  John	   moderate	  	   moderate	  Matthew	   moderate	   high	  	  Meg	   low	   extreme	  	  
   
 
 
 
Table 5.3     
Performance	  Anxiety	  Level	   	  	   	  	   	  	  
	   	   	   	   	   	  
	   Anxiety	  level	   Anxiety	   Anxiety	   	   Medication	  	   Performing	   Prevented	   Prevented	   Anxiety	  Prevented	   for	  Name	   Music	  in	  General	   Ensemble	  Performance	  	   Soloing	  w/Ensemble	   Solo	  Recital	  Performance	   Performance	  Anxiety	  Lisa	   low	   Never	   never	   1-­‐2	  times	   Never	  Jack	   low	   Never	   3-­‐5	  times	   1-­‐2	  times	   Never	  Kari	   high	   5-­‐7	  times	   1-­‐2	  times	   Never	   3-­‐5	  times	  John	   high	   Never	   never	   Never	   Never	  Matthew	   extreme	  	   Never	   never	   Never	   Never	  Meg	   high	  	   3-­‐5	  times	   3-­‐5	  times	   3-­‐5	  times	   Never	  
      
 
Because all participants self-reported low to moderate levels of proficiency in improvisation and 
moderate to extreme levels of anxiety when improvising, all of the participants met the 
requirements for participation.  
Pre-Workshop Interviews. 
 The participants’ prior experience with improvisation. The participants reported having 
varying levels of experience with improvisation.  Lisa had the most experience and was the only 
participant that reported she had experience with both fiddling and free improvisation prior to the 
workshop.  John also had a reasonable amount of experience with jazz improvisation as he 
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played the guitar in his high school jazz band and had experience as a jazz soloist at a local 
nursing home.  He did not recall ever doing free improvisation, however. 
 Jack, who did not play in the jazz band in high school, reported only one experience with 
improvisation in a percussion class at the university.  In this class he was asked to improvise, but 
was not offered instruction. Meg participated in her high school jazz band, but declined 
opportunities to improvise because she said her teacher expected the students to “figure it out on 
their own.”  Kari remembered only one occasion in school where improvisation was discussed.  
Because all of the students were “improvising at once,” she said it “wasn’t any real thing,” and 
was not a meaningful experience. 
 For the most part, the participants in this study did not have any formal instruction or 
meaningful experience with improvisation.  This is not surprising, considering that I solicited 
participants with little experience (see recruitment details); however, it is surprising that they 
reported that music teachers expected them to improvise with little if any instruction.  This 
expectation may have caused Jack to speculate that improvising is something that is talent-based, 
because he did not imagine learning how to improvise in a music education setting.  The 
exceptions were John, who learned how to improvise in jazz band, and Lisa who sought out 
workshops outside of formal schooling that included non-notated music and improvisation.  
Perhaps because of these past experiences, these two participants both self-reported lower levels 
of performance anxiety related to improvisation on the Music Background Questionnaire. 
 The participants’ experience of performance anxiety. All of the participants except for 
John shared that they anticipated that they would be anxious when improvising.  Meg reported 
that she would “freak out a lot” if she knew someone was watching her, and Matthew shared that 
he was intimidated due to past experiences that were not successful.  Because most of the 
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participants had little experience with improvisation, the pre-workshop interview conversations 
often turned to the participants’ experiences of anxiety in traditional performance situations. 
 Matthew shared that a negative early experience and a critical peer had influenced the 
development of his performance anxiety: 
Matthew:  The first time I remember having stage fright was in fifth grade. 
Tawnya: Where was that? What kind of event? 
Matthew: It was a musical the fifth-grade choir did. It was Christmas musical and I had 
a solo. And so I started singing and, I don't know if it was the vibrato developing in my 
singing, or what it was, but I remember my voice was shaking. And I wasn't entirely 
sure what it was. And, you know, starting violin, I was a terrible violinist when I started. 
I was one of those kids who got stuck in the back of the second violin section because I 
was that bad. And so that, I think really played into, "oh well, I sit back here so I'm not 
really good at all." And so, you know, I start taking lessons and getting better and I'm 
told by a teacher, you're doing really good this week. So I start saying, "can I play for 
this" or something like this, and they're like yeah sure, but then there was always 
someone else who was like, well we're going to use them instead. And then there were 
always my peers who are like, "Why aren't you as good as this person?" or "This person 
is better than you." 
Tawnya: So the social comparison? 
Matthew: Yeah. And that's always been something consistent I've grown up with, this 
"Why aren't you as good as this person." 
Tawnya: Is there a particular person who would say that to you over and over? A teacher 
or a parent, or yourself? 
Matthew: There was in high school. It was a specific girl. And we were all in a group of 
friends. The group of friends eventually disbanded but she was always the one, you're 
not as good as this person, why do you try sometimes, you know. 
 
 Matthew’s comments show how the social comparisons made by himself and others had 
collectively informed his anxious inner thoughts. It is possible that he recalls and repeats these 
voices in current performance situations. 
 Continuing on the topic of social comparison, several of the participants discussed that 
they would experience more or less anxiety based upon who was listening to them play.   Meg 
reported heightened anxiety while playing in front of her studio (all of the percussion majors at 
the university) than in other situations.  This suggests that she was more anxious around those 
who were potentially more knowledgeable about percussion literature or technique, but it might 
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also suggest that she was more anxious because she competed with these students in auditions 
for large ensembles.  Kari, who was also in the percussion studio, reported feeling the opposite 
of Meg.  She said she was less anxious around her peers than strangers: 
The people I know well, they have heard me mess up. They have heard me play really 
bad. So they know when I'm playing really good. The people that I don't know, when I'm 
messing up, then they just think I'm bad. They automatically assume that I can't play well 
when I mess up. 
 
 Like Kari, John also stated that he assumed that strangers could be potentially more 
judgmental.  He explained his strategy for coping with this fear: 
John: [For me it is] just if I'm playing in front of new people. If I know the people, I 
usually don't have much of a problem. It's not too bad. Like, it won't, I'm not one of those 
people who like, shake or cannot play very well. It just gets me kind of freaked out a little. 
Tawnya:  So what does happen to you? 
John: I just get a little hot. My heart is racing, "am I doing this right? Am I doing that 
right?" 
Tawnya:  So a lot of internal dialogue going on? 
John: Yeah. And a lot of it is completely unnecessary (smiles) 
Tawnya:  Would you say the unnecessary dialogue is especially critical, or is it just... 
John: It's always really critical. 
Tawnya:  And when you are around people you don't know as well, does that tend to be 
worse, or? 
John: When I'm with people I don't know, yeah, it's usually worse. 
Tawnya:  Why do you think that is? I'm just curious. 
John: I just don't want to mess up. I'm trying to make sure I'm covering all the bases. 
Tawnya:  Is it more because you are trying to make an impression? 
John: Yeah. 
Tawnya:  You don't know if they are going to be in-your-face judgmental afterwards, 
or…. 
John: That's it. A little of both. 
Tawnya:  Let's see, so you described taking relaxing breaths, trying to warm up, make 
sure you're warmed up, and talking to people, so just kind of... 
John: feeling them out kind of. 
Tawnya: Ah, feeling them out? 
John: Yeah. Trying to establish something so they're not complete strangers. So going 
back to the critical thing, I'm testing to see if they are going to be critical of me or not. 
Tawnya:  So what if you run into someone who you really think will be a jerk? 
John: I guess I freak out a little more. 
Tawnya:  So at the same time, most of the time you talk to someone you feel a little better, 
but have there been cases... 
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John: I'm not really saying that it helps, it just gives me a little self-awareness, I guess. 
Because even if they are going to be critical it's not like that's going to help me knowing 
that at all. 
Tawnya (laughs): Right. Ok. That's interesting. That's an interesting strategy. Would you 
find that most of the time it does help you though, to feel better? 
John:  Yeah. 
 
 Having accumulated past knowledge of a listener’s tendency to be judgmental or critical 
also seemed to be important for Lisa.  She reported that she got more nervous when she played 
for “people who are more uptight,” and suggested that her studio teacher as an example of such a 
person.  Lisa seems to assume that people who are more uptight or judgmental about their own 
playing are also more judgmental of others.    
 In each of these cases the participants’ accumulated history informed their beliefs about 
their audience.  Past memories and stories based upon their perceptions worked to create a 
projection upon their current audience whether or not it was warranted.  Their assumptions about 
the audience fueled the inner dialogue and felt states that contributed to their performance 
anxiety. 
 The participants’ symptoms and coping mechanisms for performance anxiety. The 
participants reported having typical symptoms of performance anxiety (Kenny, 2011) such as 
sweating, shaking, muscle tension, stomach upset, and an episode of near-fainting.  Matthew had 
learned to eat bananas prior to a performance, as they are a natural beta-blocker (a drug that 
reduces symptoms of performance anxiety), and he also reported having extreme tension and 
pain in his shoulder. Meg reported gritting her teeth to make it through a performance after 
having made an error.  Kari reported that she made faces at the audience. 
Kari: Yeah…. I'm more likely to be like [makes nonvocal expression] when I mess up, 
so... 
Tawnya: so what does that mean? 
Kari: Making faces and trying to hide. 
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Tawnya: Why do you make faces and try to hide? What are you trying to communicate to 
your audience in that moment? 
Kari: I don't think I'm trying to communicate... I'm trying to like, "Oops, that was wrong. 
I messed up. I really didn't want to do that." 
Tawnya: So you're trying to own it? 
Kari: Kind of. 
Tawnya: So that people know that you know? 
Kari: Yeah, like, so that they know that I know that I'm wrong. 
 
 Several of the participants reported in the Music Background Questionnaire that their 
performance anxiety was so severe that it had kept them from participating in musical 
performances.  Kari and Meg reported that it had prevented them from participating in a large 
ensemble; Jack, Kari, and Meg reported that it had prevented them from soloing with a large 
ensemble; Lisa, Jack, and Meg reported that it had prevented them from playing in a solo recital; 
and Kari reported that she had taken medication for coping with anxiety.  While John did not 
report that his performance anxiety had prevented him from participating, he shared later in the 
post-workshop interview that he was graying prematurely because he internalized his stress, and 
that his girlfriend was concerned about how upset he would get at himself.  All of the 
participants in this study reported adverse effects of performance anxiety that either affected 
their health and/or interfered with their ability to perform. 
 Are you judging me? I am judging me. When I asked Meg why she thought she had 
performance anxiety, she shared this description of her inner experience.  
Meg: [For me it is because I am] over-thinking about what I'm doing, and just like every 
small, minute mistake I'm making, I keep record of it. And it's just something that I 
always worry about. Because I just always feel like all these little things I do in a 
performance, and it just ends up being a bad performance because all these things make 
something big to me. And it's just like, ugh.  And then especially when people are 
listening, I feel like they know everything I'm messing up on, and it's just so much 
anxiety! 
Tawnya:  As you get closer to the performance, does the talk inside of your head become 
more negative and critical, because you're trying to get ready for the performance? 
Meg: Yeah. Definitely. 
Tawnya:  And how is it during the performance?  
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Meg: During the performance it's just mostly nitpicking things, and like prepping myself 
for hard things that are about to come up and everything. And then I focus on that part a 
lot, and then I forget what I'm doing. It's mostly just thinking through the whole thing 
probably too fast, and not focusing on what's happening while I'm playing. And then I 
mess up and then the thoughts get more negative. And that just continues to, like 
snowball effect. 
 
Meg described how an over-active and critical mind sometimes compromised her ability to 
perform well. It is possible that she amplified her own judgments and projected them upon her 
audience, assuming that they were thinking the same negative things that she was.  Matthew 
offered that he expected to have negative thoughts during his performances: 
Matthew: When I am performing, I almost expect it [self-debasing comments] now, 
which isn't good, but I'll be performing and, "oh, there's the first mistake.  Now you're 
just going to muck up the rest of the thing." 
 
 In John’s case he struggled with listening to recordings of himself because he was so 
critical and negative of his playing.  He said the following when I asked him how he felt when he 
listened to himself play: 
John: Absolutely terrible. It depends on what I'm playing. Like euphonium, I'm just 
listening for tone. It's just, I'm never really happy with it. It helps me get a lot better 
though. 
Tawnya:  It helps you get better?  So do you tend to have your critical hat on when you're 
listening? 
John: Definitely. 
Tawnya:  So have you ever felt good about listening to any of your recordings, or are you 
pretty much always... 
John: I'll always have a list, but I will listen to several repetitions and say, oh it's getting 
better. So it's not all cynical and bad. (Laughs)  
Tawnya:  Do your critical thoughts ever keep you from recording as much because you're 
just like, "no I don't want to do this?" 
John: Sometimes I get so down on it that I'll just maybe take a break from playing, or 
recording. So yes. 
 
 While John acknowledged the value in listening to the recordings of his playing, his 
tendency to be judgmental about his playing sometimes was so severe that it prevented him from 
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benefiting from the exercise. Meg and Lisa also reported that listening to recordings was difficult 
because they focused only on errors or parts that they didn’t play as well as they had wanted.   
 Self-talk that is overly critical or self-debasing was an issue for Meg and Matthew in 
performances and for Lisa, John, and Meg when listening to recordings. This tendency to judge 
the self for making errors is an important component of performance anxiety.  When musicians 
make themselves “wrong” or “bad” for making an error they are essentially attacking themselves 
with judgment.  Because this self-attack is painful, it is often projected upon others as if they 
were saying it or thinking it instead of the individual.  These projections or fears about other’s 
judgment are really inner dialogue that is deflected in a form of blame upon others. 
Part Two:  Participant Accounts of the Workshop Series 
 This section will highlight the art-based reflective research process from the perspective 
of each participant researcher.  Their stories will be told through journal entries and quotes from 
group discussions and interviews as well as visual art collages of the art responses created in 
each workshop (see Appendix M).  These collages are referenced here, as they are a depiction of 
the internal experiences that the participants had while listening to recordings.  Because they are 
internal representations it is inappropriate for me to analyze or interpret the meaning of these 
images; however I will discuss the captions and comments that each participant offered about 
their own images as they pertain to the research questions. 
 The following accounts of the six participants specifically address the initial research 
questions.  The first question, To what extent did engagement in free musical improvisation 
contribute to the creation of self-knowledge for each participant? focuses directly upon what 
the participant researchers learned about themselves, and their musical and/or listening skills.  
The second question, To what extent did art response and art-based reflective research promote 
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self-referential awareness for each participant?  examines what the participants learned from 
the art-based reflective process including, listening, journaling for the self, scanning the body, 
and inner dialogue (witnesses).  The third question, To what extent did participants find free 
improvisation, art-response, and art-based reflective research helpful in their own practice as 
musicians?  indicates what new ideas the participant researchers learned in the workshops that 
they plan to integrate into their personal or future teaching practice. 
 In addition to answering these questions, accounts of each participant’s experience with 
inner dialogue, (witnesses) will be presented at the end of each individual’s account.  These 
experiences are included here because they are specific to each individual and help to highlight 
important aspects of each of their stories.   
 John. John’s story shows how the coping strategies learned in competitive performance 
environments may impede self-expression and prevent healthy and balanced music making.   
Being “hard on himself” to the point of creating physical symptoms of stress, learning to “feel 
out” others for potential judgment, and fear-based motivation were all strategies that John 
learned in his past that may have interfered with his ability to enjoy making music and improve 
the skills that he identified were underdeveloped.    
 Workshop 1:  Fun. In the small group discussion at the end of the first workshop, I asked 
participants to offer a single word to describe how they felt about their experience. John offered 
the word “fun,” and commented about how much he enjoyed exploring sound with the 
percussion instruments:   
 I thoroughly enjoyed this first meeting we had today.  I thought that the 
exploration and getting to know one another was very interesting and fun.  The game 
with the balls at the beginning was a good way to get to know everyone and learn their 
names very quickly.  I thought it was interesting how many percussionists there were and 
how I was the only wind player.   
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 When we drew on the piece of paper I was a bit self-conscious, (see Figure 4.3) 
like the first character of the three that Tawnya discussed at the very beginning of the 
session.  This was on the basis of two things.  The first was that I felt unsure on what to 
be drawing and I would look at others for some sense of approval or to see what they 
were doing for theirs and if they were looking at mine in a funny or disapproving way.  
The other reason I felt self-conscious was because I didn’t know if I placed my abilities 
too high on the spectrum.  Though I love improvising and I feel almost at rest when doing 
it.  I felt I could have placed myself a little lower because I have a lot of room for 
improvement and I was instantly afraid that I would come off as snobby to everyone else 
and that isn’t true.  I don’t think of myself the best improviser yet, I just don’t stress out 
much about doing it.   
 The sound exploration was very fun.  I had never really done that and it really 
showed me once again how much I love music.  It was cool to use all of the different 
percussion instruments.  I had never seen or heard several of them.  Like the metal 
instrument with the red balls I thought had a very interesting sound.  I also liked the 
wooden instrument that you could unfold in a way to make an interesting sound with 
many different possibilities.  I really enjoyed the sound sticks though the most.  I had 
never used them before and I really liked how they all had different pitches due to their 
length and the sound changed depending on what surface you hit it on.  Toward the end 
of the session I picked up a smaller one and a longer one that had a pitch difference of a 
perfect fifth and I really liked that because it was good to add tone to everything.  Though 
once I discovered this I realized that almost everyone else had some form of percussion 
instrument such as a drum or other instruments, so I felt obligated to grab one as well, 
though I enjoyed playing on the sound stick probably the most.   
 Toward the end when I began growing uncertain as to whether Tawnya wanted us 
to play with a beat with her and everyone else or continue exploring the different sounds, 
so I would find myself almost nervously examining what everyone else was doing to see 
what I should be doing.  The beat was very scattered.  Having rhythmic “conversations” 
with one another was also interesting and fun though I found it hard at times to hear one 
another and I don’t really know everyone that well yet so it felt almost awkward at times.  
It was definitely a fun experience and it was a fun way to boost my confidence.  I hope 
we continue to do things such as that. 
 
Although John reported an overall positive experience, he did share that there were 
moments when he felt self-conscious such as when he noticed he was the only wind player in the 
group, when he described feeling “obligated” to play hand percussion instruments when others 
were all doing so, or when he reported feeling “awkward” because he was not yet familiar with 
the other members of the group.  He also seemed uncomfortable with the lack of external 
expectations upon his music making. This was clear when he reported being confused that I did 
not set specific expectations for what or how to play, but joined the group as an equal contributor.  
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Rather than filling in the void with self-expression, he relied upon social comparison to 
determine what was appropriate.  While this is an important part of a successful musical 
conversation, John looked to others for the “right answer” rather than to listen to them and offer 
an appropriate response.  This is clear when he stated,  “I would find myself almost nervously 
examining what everyone else was doing to see what I should be doing.”   
During the check in at the beginning of the second workshop, John offered the word 
“surprised” to describe his overall experience of workshop one.   He made comments that 
indicated his assumption that there was a right way to make music together (“I just didn't really 
follow what we were supposed to be doing,”) and that I would set the tone as the authority (“had 
no idea you were just going to have us bang on random stuff.”) 
 Workshop 2: Structured. In the second workshop, John seemed to be more comfortable 
when we moved from sound exploration to more structured frames for improvisation.  In his 
journal he named his inner voices and described his witnesses as they appeared during the course 
of the workshop:     
 For this journal I will use the names Kevin (self-conscious voice), Luke (non-
judgmental voice), and Alex (“in the moment voice”).   
 At the very beginning when we were making sounds with the art supplies I 
thought for the most part Kevin was in control because it was just so unconventional.  No 
one has ever requested I make music out of markers and things such as that before.  So 
when we went in a circle to demonstrate our individual sounds I was really nervous and 
pointlessly freaking about whether I would look stupid with mine.  I thought the Kevin 
voice really actually stayed in control for most of the time when working with the art 
supplies because I just felt rather uncomfortable with it.  Though when we started making 
beats and patterns together as a class I thought it was more fun and I relaxed as if the 
Alex voice was shoving the Kevin voice away, though the self-conscious voice was still 
mostly in control.   
 When we got up and started doing body percussion moving around I felt more at 
ease.  Though I was still worrying about what everyone else thought of what I was doing.  
When we got in a circle and started doing the body percussion together, however, I 
thought Alex started to take over a lot and I was enjoying myself a lot more.  I thought 
the most fun part was when we were singing together with our eyes closed.  I thought that 
was more of a Luke moment when I personally was singing, because I didn’t really push 
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myself to sing properly or get a good sound because I know I’m not the greatest singer.  
When we started to all get into it I thought it was fun because the dissonances would 
come and go and I had fun matching and harmonizing with people and hearing the tonal 
center constantly shift.  That, I felt was probably the biggest “Alex” moment of the entire 
workshop today, because I was just having fun listening to it and being a part of it.  
Though I dread listening to the recording, because I have a feeling the Kevin voice will 
come knocking on my door if I can hear my voice individually, because I know I won’t 
like what I hear and it’ll make me worry if everyone thinks I am a bad singer.   
 I thought the last set of body percussion was really awkward to me, because I felt 
unsure of myself basically the entire time.  I felt that the Kevin voice was in control for a 
lot of that.  I would constantly worry that I was drifting out of time or I was being too 
redundant with what I was doing.  And I would feel even more awkward when I had to 
sing along with that, because not as many people were singing so it was really thin and I 
was afraid I would stick out.  Overall, I thought it was really fun.  Especially the group 
singing.  I just sometimes felt uncomfortable because of what others would think of what 
I was doing musically. 
 
 It seemed that John experienced the self-conscious witness during most of the workshop.  
While he described an occasional shift towards his non-judgmental and creator witnesses, his 
preoccupation with social comparison may indicate a tendency to project his own negative and 
judgmental thoughts about himself upon the other group members. His fear of these thoughts 
may also be why he anticipated that listening to the recording would be uncomfortable. 
 Workshop 3: Awareness. John stated that the third workshop was an opportunity to 
cultivate a greater awareness of “[him]self, how [he was] feeling, and what to do about it.”   
 As with my previous journal I will use names for each of the voices that we talk 
about.  Kevin is the name for the self-conscious voice, Luke the non-judgmental voice, 
and Alex “in the moment” or “flow” voice.   
 I thought today’s workshop was very fun.  I felt like we got to do more playing 
which I liked.  Learning about the idea of body scans was very helpful and interesting.  It 
is something that I will start implementing into my practicing and other daily actions.  It 
helped me tell how my body was feeling when I imagined an experience in which the 
Kevin voice was criticizing me.  Imagining the voices all as little kids helped as well.  
Because sometimes I feel like the voices, especially the Kevin voice, is in control of me 
and I just need to realize that I’m in charge.  I imagined telling them to go away, or since 
they were little kids, telling them to go to time-out or something.  This gave me a greater 
sense of power over how I’m feeling and allowed me to relax.   
 I thought the idea of having musical conversations with one another was a lot 
more improved and clear than the previous times we’ve done them.  I really enjoyed 
being able to choose our instruments and then play as a group with them, listening to one 
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another.  When we played the last time all as a group I felt that the Alex voice was most 
in control and I was just enjoying the moment.  Except if we got off or there was a rip in 
the timing I thought the Luke voice would come in and basically tell me to listen and fix 
the problem, but it didn’t stress me out and cause physical tension like the Kevin voice 
normally does.   
 I really enjoyed playing on our own instruments today.  I thought it made for a 
nice color of sound and I thought the Alex voice was in control most of the time, except 
for the very last time when we were told to have a conversation with one another because 
I felt out of place being the only wind player.  I couldn’t change notes as quickly as the 
percussionists and couldn’t sustain as long as the strings.  So because of that, most of the 
time the Kevin voice was in control and I was freaking out trying to fit in. 
 
 While John mentioned being self-conscious about being the only wind player in the 
group and having difficulty relating to the others who had different idiomatic tendencies, he also 
shared that having greater awareness of his inner dialogue was changing his sense of self-control.  
John referred to the guided imagery exercise (see a description in Chapter Four) in his journal 
when he talked about “imagining the voices all as little kids,” and how his self-conscious witness 
was often in control of him and that he needed to realize that he was “in charge.”  While John 
had likely redirected his thinking in the past, this guided imagery experience enhanced John’s 
awareness that he had a choice and the ability to choose the direction of his inner dialogue.  
 Workshop 4: Revealing. John found the workshop series to be revealing of the fact that 
he was “really serious” in the practice room, and that he had stopped having fun making music. 
In the post-workshop interview he stated, 
So I'm really hard on myself, and I've been told - my girlfriend and I, we've been together 
for three years, and she, whenever I get done practicing and I'll be like really upset, and 
she... like, I'm really hard on myself, and I knew that, and I was aware of that, but when I 
was in there, it was even more present, so it has made me really realize that I really need 
to fix that. 
 
 Improvisation 1:  Dark. In the first improvisation, John offered the word “dark” to 
describe this improvisation during discussion. 
With the first improvisation I thought it was very disorganized with everybody kind of 
doing his or her own thing.  However, I enjoyed doing it.  When playing with the 
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percussionists and string players it seems so much more difficult to match what they were 
doing, not only pitch-wise but also technically.  I felt like my self-conscious witness was 
in play a lot because I was trying to listen to ideas people were playing and respond to 
them in my own way.  I was also just trying to hear them over everyone else’s playing.  
At many times I would feel discouraged, so I would try new things such as singing 
through the instrument, play multiphonics, or playing softer.  In this case my self-
conscious witness didn’t necessarily prove to be all bad.  It showed me things that I really 
need to improve on later on.  I hope the next improvisations prove to be better and I excel 
more in them. 
 
 In his comments above, John mentioned that his self-conscious witness was not “all bad.”  
I asked him in the post workshop interview whether he meant his non-judgmental witness, and 
he said, “Personally, I think having a bit of the pessimistic [approach] does make you better in 
some cases, not all the time.”  While John was aware that he was very hard on himself, this 
comment may indicate that he relied upon the self-conscious witness to motivate his practicing 
and did not trust that his love of music would motivate him to the same level of results.  In other 
words, he might have internalized fear-based motivation and might have questioned whether an 
approach based upon the love of music would be as efficient. 
 Improvisation 2:  Optimistic. John offered the word “optimistic” to describe the overall 
workshop four experiences.  He noted that the later improvisations sounded more “uplifting” 
than the first, and that he thought that the group had made “a lot of progress.” 
For the second improvisation I felt like the self-conscious witness was still in control for 
most all of the session.  I just felt as if I was sticking out a lot of the time and I couldn’t 
follow everybody as well as they were following each other.  Thinking back to where I 
put myself on the sheet with our names [group drawing, workshop one] I feel like I rated 
my self too high and I was thinking about that for a lot of that improvisations and how I 
really needed to work on it.  For example when I was having a “conversation” with 
Tawnya I would have trouble following her and I felt as if my self-conscious witness 
were almost hurling insults at me and it discouraged me.  The one time I enjoyed myself 
was when I had a conversation with Jack [another participant].  It was just fun and I felt 
like at that point the non-judgmental witness was present.  I hope to improve in the final 
improvisation and be more aware of my state of mind and maybe doing quick body-scans 
will help me gain control of the witnesses and allow me to do better. 
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 What is interesting here is that John labeled his improvisation experiences of the day 
“optimistic” even though he speaks about how his self-conscious witness was present for most of 
the improvisation and that it was “hurling insults” that discouraged him.  It is important to 
consider that the journal entry was written immediately following the improvisation, but his label 
was made after the art response during small group discussion.  This is an example of how the 
perception of the improvisation was clouded by inner dialogue, and how listening to the 
recording with art response may have allowed John to reassess his perception of his contribution 
to the improvisation. 
 John’s Workshop Overview. 
 
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant?  
 
 John expected for the workshop to be more like a class where he would learn specific 
strategies for improvising.  While he stated that he was happy the he had “gotten a lot better” he 
agreed with Jack that the workshop seemed “inefficient,” and that he would have preferred more 
time with his primary instrument working on tonal improvisations.  
I thought that... I really did like how it was structured. I thought it was going to be more 
based on improvisation than - I'm not saying it wasn't based on improvisation - maybe, 
we worked a lot on how to overcome your anxiety and everything. Maybe, I had 
anticipated it to be improvisational strategies as well, and we didn't really delve much 
into that. I'm not saying I didn't walk away with as much as I had anticipated, but in that 
respect maybe. But really becoming self-aware of my playing did help tremendously. 
And I'm really, really glad I signed up to do this. 
 
In the post-workshop interview I asked John what he learned about himself that he was not 
expecting.  He stated that, 
My ear isn't as developed as I want. Of course, no one's really is, but the ability to hear 
pitch, that's really struggling. And just to not necessarily mimic someone's ideas, but 
respond to them, like making a sentence almost, I think I can really work on that. 
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John explained that he felt that this and other improvisation skills were of the “utmost 
importance” and that as a teacher “improvisation is going to be very important” to him.   He 
stated: 
I think the ability to hear, stuff like that, it's really important. I wish I had more time to 
work on it. Like, if I'm in a practice room, I would love to just maybe makeup ideas for 
half an hour, but I have things to work on. And it's just, I feel like he gets shoved under 
the load of stuff that I have to do, which is frustrating. 
 
 While John realized he needed to improve his ability to play by ear and make responses 
to others, he seemed to think that it was something he could work on alone in the practice room.  
It is possible he did not see the value in engaging in musical conversation as a means to work on 
these skills because he was so accustomed to solitary practice and group rehearsals where 
musical conversations are scripted by the score.  Because I did not explicitly state that what we 
were doing was a strategy (or type of rehearsing) for improving conversational music skills, John 
did not learn to value it, as a means to improve the very skills that he had identified were weak. 
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
  
 John stated that journaling helped him to “understand [himself] better,” and that the art 
response allowed him to be “more expressive.”  He felt that the workshop was “very educational 
about free improvisation,” and that the other arts helped him to “understand [himself] more” 
rather than helped him in his music learning.  At the end of workshop four John indicated that he 
would use art response when listening to his practice sessions because it would help him to “look 
at things from a whole different perspective.”  Although in the post-workshop interview he 
questioned whether he would take the time to do so. 
 In any case, listening to the recording while doing an art response did help John to listen 
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more holistically.  In a group discussion in the first workshop he noted that the music “seemed a 
lot less disorganized” than he had remembered it.  He later explained that listening while 
drawing allowed him to hear “the emotional presence of the music instead of just listening for 
the more technical nitty-grittys,”  (see Appendix M1 for John’s images, captions, and statements).  
I would say that it does help [me to hear] holistically. For example, when we were in the 
middle of playing, I would play something and mess up and be like, "crud, that's just 
going to break through on the tape and sound terrible." And then I'd be doing the art and 
stuff, and just listening, and after we got done, I would say, "oh I didn't even realize that 
happened." And in that respect, it did help a lot. It kind of boosted my confidence a little. 
 
 Scanning the body seemed to be especially beneficial for John in terms of noticing the 
accumulated stress in his body.   
I know when I'm really stressed out about my playing or something, it really gets to me 
physically. And just these last couple of years I've been getting a lot of gray hairs and 
stuff, and it's just, my body gets really tense, and I don't ever feel like I get time to 
unwind, but those really helped me get aware of that and realize that I need to stop it. 
And I'll probably continue to do them. 
 
John made the connection between the felt sensations he noticed during the body scans and the 
witnesses.  This was clear when he said, “maybe doing quick body-scans will help me gain 
control of the witnesses and allow me to do better.”   
 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as musicians? 
 
 Although he engaged in improvisation before the workshop, free improvisation was new 
to John, and he stated that he would use it to “de-structure” his jazz improvisation a bit in his 
practice.  While John indicated in his journal that he would use art response, in the post-
workshop interview he seemed less inclined to so do.  He offered that he might try listening to 
recordings as background music while he does something else, but that he would probably not 
take the time for art response in his practice sessions. When I asked him about this he indicated 
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that he really used to be into art back in middle school, but that he lost his passion because he 
was “not that good of a drawer.”  It is also possible that taking the time to do this was a low 
priority considering his workload.  Earlier he mentioned that he didn’t have time to incorporate 
improvisation into his practice sessions, and art response may have seemed a lesser priority since 
it was not active music making. 
 Witnesses. Perhaps the most useful part of the workshop for John was the introduction to 
the concept of the witnesses, because John became more aware of his inner dialogue. 
Something that I learned about myself in this workshop is that I am very pessimistic 
when it comes to my playing.  I am constantly telling my self what I am doing wrong and 
I feel like I only compliment myself personally about 0.5% of the time. 
 
He stated that he felt empowered by the idea that his inner voices were “like little kids.”  He said 
in the final discussion that, “They may be there, but they don't control you. Like, if you have a 
negative voice in your head, you can tell it to stop so you can do your own thing. I thought that 
helped a lot.”   He echoed this in his journal and stated that seeing his inner voices as little 
children “helped immensely.”  He indicated that he would use this approach in the future to 
“conquer [his] performance anxiety.”  He also stated that he wished that the workshop had 
offered more strategies to “control” the inner voices, and in the final interview he mentioned that 
he regularly monitored his inner dialogue or witnesses. 
Imagining them as little kids kind of helped a lot, because you can, they're not really 
controlling you. They're just separate entities that you can control. So maybe if I realize 
I'm just getting really pissed off on the music and I'm just playing it over and over and 
not getting any better at it, I'll just take a break and say, "go put the bad voice in timeout" 
or something. And just be more optimistic about it. And I thought that that helped a lot. 
And I do use that. 
 
 Summary. John did not expect that the most significant thing he would learn was that he 
was so negative about himself.  While it seems he was somewhat aware of this before the 
workshop thanks to feedback from his girlfriend, John seemed to realize that what he was 
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thinking about himself might not always be accurate.  Through body scans and awareness of his 
witnesses, John became aware that he had a choice about his thoughts.  While he indicated that 
he wished we had learned more specific strategies to change his inner dialogue, the adult witness 
caring for younger witnesses strategy I introduced seemed to be a powerful one he planned to use 
in his practice.  Although John realized that the self-conscious witness was harsh and causing 
him pain, he was not ready to relinquish this voice entirely.  It is possible that the efficiency of 
internalized fear-based motivation may have seemed more important to John than his health and 
well being at times.  
 Jack. Jack signed up for the workshop with the intention to learn how to improvise, but 
found the workshop helped him to become more aware of himself than it helped him to improve 
his improvisation skills.  Jack introduced us to a new witness, the encouraging witness, and 
helped us to imagine and recognize our capacity to create positive and supportive inner dialogue 
for ourselves.  He also was the only one that admitted or was aware that his self-conscious 
witness was capable of judging others as much as it was capable of judging himself. 
 Workshop 1: Jubilant-Fast. At the end of workshop one, Jack used the word jubilant to 
describe how he was feeling.  At the beginning of the second workshop he hinted that he may 
have had a flow experience when he reflected back and offered the word “fast” to describe how 
he experienced the workshop.  He said, “It didn't seem like it was two hours long. It seems like it 
went a lot faster than that.” 
 Today was a really great experience. First we just talked and I learned the names 
of the two other people.  Then we were told to mark our spots on a paper where we felt 
about improvising.  I initially just wanted to draw a line and that made me feel less 
artistic then the things everyone else put down on the paper.  Later I viewed it more as a 
starting line that I wanted to cross so that I could go much further in improvising.  I also 
noticed that I was the farthest person down, so in my personal opinion I have the most to 
work on and I feel the least comfortable.  I hope I improve greatly through this program.   
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 Then we just started hitting stuff to see what it sounded like.  I was hitting the 
floor with a bat and balls.  I found I could keep the medium sized balls in the air and they 
made two quick noises when I hit them against the ground.  I hit the chairs and [music] 
stands, and then noticed that the camera was on the stand I was hitting so I stopped and 
went somewhere else. I really wanted to use the slinky but Tawnya was using it at first. I 
managed to get it when she was done.  I scraped the boom whackers on the slinky and 
that didn’t make as cool of a noise as I thought it would but I still did it anyway.  It 
wasn’t as loud as I wanted it to be. I later found a cool instrument that made different 
sounds when you plucked it but it was too quiet to be heard over all the loud noises of 
everything else.   
 I noticed that most of the time I was just enjoying hitting things and not 
necessarily trying to keep a beat for too long.  I was just having fun and not worrying 
about anything.  I discovered a part of me that wanted to interact with other people.  I 
tried to hit stuff with people and get them to make noise using the same thing as me.  I 
also used that side of me to interact with the people I didn’t know very well and just play 
rhythms back and forth with them.  I noticed myself using facial expressions along with 
what I was playing when I was trying to communicate something.  I found myself 
wanting to have more instruments so I could make as many different noises as possible to 
express different things, but it was hard to hold all of those instruments at the same time.  
It was really hard for me to show many different emotions with only one or two 
instruments.  So far we’ve focused a lot on rhythm stuff but I want to work on melodic 
stuff because that’s what I’m bad at.  I’m glad we’re doing things altogether instead of 
just one at a time. 
 
 Jack did not write much about feeling self-conscious during this first workshop except for 
the last line where he expressed gratitude that the sound experimentation was done in a group 
and not individually.   
 Workshop 2:  Expanding.  
 
“I felt like we did a lot of different stuff this time, because we went into the toning. I feel 
like I'm growing, like we're all growing more.” 
 
 In the second workshop, Jack responded to my invitation to consider that there may be 
more witnesses than the ones that I initially described.  He introduced us to Jake, an encouraging 
witness that urged him to “take a chance,” and he shared how his self-conscious witness was 
capable of judging others as well as himself.  
 The name of my self-conscious witness would be Carter. The name of my non-
judgmental witness is Andy. The name of my in the moment witness is Milda. I have a 
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witness that urges me to do things and take a chance named Jake.  I have a witness that 
judges other people and that goes with my self-conscious witness Carter.  
 During today’s session I felt a lot more out of my comfort zone.  We weren’t 
going about doing things at our own leisure. It had more structure but at the same time we 
still had to instigate it ourselves. There were always awkward moments when we didn’t 
know who would start but we all didn’t want to start ourselves.  At these moments Carter 
would tell me I would sound dumb if I started and Jake would encourage me to start first.  
It was always easier to start after someone else did.  There weren’t very many wow 
moments, but most the time Andy was telling me that I was doing a good job.  He 
encouraged me to keep trying things and pointed out some weird things I did.   
 Carter later on started pointing out weird things that other people did.  He made it 
seem really dumb that people would meow or sing a song with words.  He made the 
things some people did seem really weird, but now I realize that Jake was encouraging 
me to break out of my comfort zone and try those weird things.  This whole experience is 
new and strange and the more things I try no matter how random, the more things I’ll be 
comfortable doing later on.  Carter secretly envies how open Tawnya is with doing things 
and Andy and Jake tell me those things are ok to do.  I really hope to open myself up 
through this and take chances, because if I never take the chance then I can never expand 
farther than where I’m at.  
 We did a lot of tonal things today and it was nice to see how all our improvised 
voices meshed today.  I liked the parts where it sounded very consonant, and I was ok 
with the parts where it was dissonant as well.  I wish I had better control over my voice 
so I could make the sounds I wanted to right off the bat.  I sometimes started singing at a 
different pitch than what I imagined in my mind, but I was ok with this because it didn’t 
really matter what pitch we were singing.  I wonder if later on we will have to sing on our 
own an improvised melody in front of the group.  I liked the closing your eyes portion 
because it took a lot of pressure off what you did or did not sing.  However, I could 
mainly hear the people right next to me and not everyone else.  I would’ve liked to 
sometimes open my eyes to see what different people were singing so I could sing along 
with them instead of just the 2 people on either side of me.  It was different to walk 
around the room while doing stuff and that was nice too. I would suggest walking around 
and having our eyes closed at the same time but we would probably run into each other.  
Today was another great experience and this is at the very least getting me out of my 
comfort zone.  Also at the beginning we experienced sounds with art supplies and I 
couldn’t make as many sounds as I really wanted to but it was still very fun.   
 
 Jack spoke about how the workshop took him out of his comfort zone.  If we recall from 
the first workshop that he was a little self-conscious about playing or singing alone, it is not 
surprising that he was uncomfortable with the improvisations and warm-ups that had moments of 
exposed playing and singing.   In the small group discussion following the improvisation he said, 
“I felt like I had another, maybe a fourth voice, like encouraging me to try different things.  It 
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would have arguments with my self-conscious witness.”  Jack seems to have had a lively inner 
dialogue between Carter, Andy, and Jake; however Milda, (his creator witness) did not seem to 
make an appearance.  In the vocal toning improvisations, Jack became more aware that he was 
not always able to control the pitch of his voice, or was sometimes unable to sing the note he 
imagined in his mind before he sang which shows that participating in free improvisation is 
making him more aware of his skill level.    
 Workshop 3:  Understanding. In workshop three two things came together for Jack that 
caused him to gain greater understanding of himself.  First, the guided imagery exercise (see 
Chapter Four) was an “ah-ha moment” that helped him to feel his observer witness had control of 
his inner world.  Second, playing on primary instruments caused Jack more anxiety, and this in 
combination with his new sense of control provided the contrast he needed to realize he could 
choose a different outcome.  Jack commented in group discussion: 
 
I think a lot of the stuff you told us today about looking at your body in a different way, 
and seeing how it's different, I just never thought of it that way. And taking yourself 
[observer] out from the other people [witnesses] and, you know, making them do what 
you want instead of them telling you -- I just never viewed them as away from me. I 
viewed them as a part of me. But you made them, like, in a different way. So I think 
looking at it that way, it's just looking at everything in a whole new way. And then it sort 
of all came to a close when we finally put it all into our own instruments and we're back 
to the old feeling of being nervous on those, and then figuring out why, how to fix that. 
 
In his journal he stated: 
 
 Today definitely took me to a new level.  First we experimented with percussive 
instruments and I think that we added a lot of structure to what we were doing this time.  
Now that we’ve done so much before with experimenting the pressure was definitely off 
so I experienced a lot more of the flow state.  I was kind of tired today so whenever we 
laid back and imagined things I got a little sleepy and distracted by that. I never before 
thought of the different parts of me as not me.  I had always imagined them as different 
me’s but standing away from them and looking at them is a great way to better 
understand them and control them so they are under my jurisdiction.  I also never thought 
before the way my body feels when I’m in a different state. I definitely tense up in my 
arms and stomp my feet when I’m in my self-conscious state. My flowstate, I’m very 
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relaxed and not thinking with words but rather with feeling.  When I’m in my 
nonjudgmental state I’m still thinking but mostly relaxed.  Working through this program 
is helping me to better control my self-conscious state and make me a better practicer and 
performer.  I get angry at a lot more things than just music so this will help me in other 
parts of my life as well. It teaches me to stay calm and under control.   
 When we began to use our primary instruments things went really well.  We just 
played long tones and I wasn’t worried about what it sounded like.  As we got more 
complex though I became concerned with what I played. It took me a few times to play 
the sound I had imagined in my head but I figured it out and I was still very happy with 
how I played.  But one time I played a note that did not sound very good with the group 
and I immediately switched to another note but I definitely heard my self-conscious 
witness judge me for playing that wrong note.  I felt myself tense up but recognizing 
these feelings I dispelled that witness and now I realize that there was no reason to feel 
that way because it didn’t matter what we played and because I don’t know what every 
single note sounds like before I play it so it’s ok that I hit that note.  Later I reasoned that 
I maybe even liked that sound and although it was not a usual sound, this does not mean 
that it was a bad one. I am becoming a lot more relaxed when I play and improvise and I 
hope this continues so that I can easily relax whenever I am playing on my own. I also 
now remember that whenever I am helping someone else I can normally stay quite calm 
so maybe I should find that witness and use him when I am practicing on my own to help 
me improve without harshly judging myself.  
 
 While Jack was able to relax and enter a flow state in this workshop, he also introduced 
us to another new witness, the helpful witness, who stayed calm in order to help another, or as he 
suggested, might stay calm in order to help himself.  Jack seemed to be able to redirect his 
thinking using his non-judgmental or encouraging witness in order to help him to open to “wrong 
notes” and reconsider them although they were not a “usual sound.”  Also in this workshop, he 
became more aware that he had difficulty playing what he imagined in his mind on his 
instrument (mallet percussion).  This was evident when he said,  “I don’t know what every single 
note sounds like before I play it.”   
 Workshop 4:  Inefficient. At the beginning of Workshop 4, Jack expressed that he had 
hoped to either learn more about or have an opportunity to explore more with melodic 
improvisation. 
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I want to say not enough, but that's two words. Inefficient isn't exactly the word. I just 
feel like we've done a lot of the rhythmic stuff, but not enough of the melodic stuff, 
which is what I need more of. 
 
In his journal he stated: 
 
Today definitely showed me some new things.  First we did a body scan and just relaxed 
and stretched. It was a little hard to know exactly what to do since all of our eyes were 
closed. I noticed that sometimes people understand things better by watching them and I 
think I’m a visual learner.  We were told to tap our body in certain places and I thought 
this strange but the instructor explained to us afterwards about our body’s 
electromagnetic field, which I did not know before.  It was very relaxing and once again I 
almost fell asleep. After that I said that I didn’t really feel like I’d improved in melodic 
improving much but the main thing this workshop has taught me is about myself and how 
to deal with stress that comes from myself. It’s helped me to practice better but I also 
need to better apply the things we learn in here each day.  I forgot about seeing how my 
body feels when I am upset and I think if I do that next time it will make me stop being 
upset a lot faster.  
 
 Jack found the body scan and tapping (Emotional Freedom Technique; see Craig, 2011) 
exercises helpful in terms of gaining more awareness of how his physical sensations matched his 
inner dialogue.  He noted that these and other exercises had helped him to manage the “stress 
that comes from [him]self.”  This indicates that he was more aware that he has the ability to 
manage his inner dialogue and felt states. 
 Improvisation 1: Blend. 
 
Then we did an improv session and I felt that maybe I am learning a lot more melodic 
things throughout all my classes and with the added experimentation stress dealing 
strategies and confidence from this workshop I have become a much better improviser. I 
found myself at times only listening to myself, and other times listening to everyone to 
see how it sounded.  Whenever we’re not all together or dissonant it sounds eerie and 
whenever we’re all together or consonant it just sounds normal.  These differences are 
not good or bad just different so I have more confidence when I play because there is 
nothing wrong.  I also agree with the instructor when she said that we can’t just hear 
things and understand them and play them back really well. It takes a lot of time and 
effort before we’ll be able to do that but I want to keep working on that so I can do that 
and teach that to my students when I become a band teacher.  I also experimented with 
different keys and modes. I found myself mainly staying in C major so I tried a lot of 
minor and many different keys and even some seventh chords.  
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 Jack expressed again that he wished that he had learned more about how to connect his 
inner music with his ability to play on his instrument.  He referenced a group discussion where 
we (I and others in the group) spoke openly about how we were frustrated with our inability to 
play what we imagined in our minds, or our inability to listen and respond as fluently as we do in 
spoken conversation.  While he noted that improving these skills would take “a lot of time and 
effort,” Jack seemed to have a greater realization that these skills were important to impart as a 
future band teacher. 
 Improvisation 2: Experimentation. 
 
The second time I felt a lot more pressured to be consonant.  We were trying to listen to 
each other and make the music sound less random and I didn’t want it to sound eerily 
dissonant again. I at first struggled with being consonant and my judgmental witness 
came into play but it was silenced by my nonjudgmental witness soon after.  I wanted to 
play a lot faster and more upbeat than everyone else was but it didn’t work for a while. 
Then the instructor starting moving about the room as did the other players that could 
carry their instruments.  We had conversations with each other and things began to pick 
up. It was nice having a conversation with a person through our instruments and fun too. 
At this time my flow person came in and I just had a blast. 
 
In the discussion at the end of the workshop, Jack offered the word control to describe his overall 
experience in the workshops.  
Maybe that sounds kind of bad, but I feel like I'm more in control of myself when I'm 
practicing or improvising or playing music. Just looking at it in the different ways you've 
shown us makes it easier to have a sense of control over it instead of, "well, that's just 
how I am, and whatever happens, happens." 
 
 Jack’s workshop overview. Although Jack may have felt that his improvisation skills 
made only a modest improvement in the workshop, he seemed happy that he had learned how to 
manage or control his inner experiences.  Several times he mentioned getting angry while he 
practiced.  In one discussion he said,  
I know what the notes are, it's just I don't hit them. And I just get mad at myself because I 
know what the notes are, so my mind is telling my body to hit those notes, but my body 
isn't. So I just get upset at my own self.  
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Before the workshop, his only strategy for managing his anger was to take a short, or sometimes 
long, break from practicing.  In his workshop four journal he said, “I have learned a lot about 
myself and how to control my anger when I feel like I’m not in control.” He wrote that he had 
“learned a ton about inner talk,” and especially enjoyed learning about how to take his inner 
voices and “separate them” from his self in order to control them. 
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant?  
 
 Prior to the workshop series, Jack was somewhat aware that he had trouble producing on 
his instrument what he imagined in his mind.  In the section above, I described two instances 
where he became more aware of this in relation to his singing voice and his primary instrument.  
In the post-workshop interview I asked if he had noticed anything about his musicianship from 
engaging in the workshops and he said,  
Jack: I noticed that when we were on our primary instruments, a lot of times I was 
improvising in C Major. And I was like, I really need to change that. Do something more 
extravagant than C Major! Because that's about as basic as you can get on a marimba. 
And I also realized the stuff that I mentioned earlier about, you know, just looking at 
myself in a different way, getting more control over my emotions. 
Tawnya: So was using free improvisation as a vehicle for learning those things useful or 
efficient, do you think, in that sense? 
Jack: I think the free improv really helped me look at music in a different way.  
 Making music in conversation with others was new for Jack.  He discovered that free 
improvisation was different than making music in a large ensemble where “you're all just one big 
voice. Or even if you're a bunch of different voices, you are all saying the same thing.”  He 
described well the miscommunication that was going on in one of the improvisations where the 
participants were sorting out how to converse:  
	  155 
I feel like in this sort of conversation it's hard to tell who's talking and who's listening. 
And especially since it's more than just our two voices. So it's like talking in a loud room, 
and trying to get the person next to you to understand what you're saying, while they are 
also trying to tell you something at the exact same time. 
 
While Jack was frustrated by this miscommunication, he seemed interested in improving his 
ability to respond to others musically, and he valued this “different way” of making music 
enough to include it in the curriculum for his future band students. 
 Free improvisation also made Jack more aware of the need for student-driven assessment.   
In the pre-workshop interview I asked Jack to clarify a comment he made in the open-response 
section of the Music Background Questionnaire concerning the visual arts.  He commented that 
it was not appropriate for art teachers to grade creative work because he felt it was “opinion-
based.”  I followed up in the post-workshop interview and asked him about how he would 
approach assessing free improvisation with his students in his band classes.  
Jack:  I think I would grade it more based on effort than what it sounded like. Because I 
mean, improv is improv. You're making it up, and there's a bit of self-grading and there. 
Because I know if I improvise something, and I know it sounds like crap, I wouldn't care 
what anyone else said. I would know in my mind that I didn't like how that sounded. 
Tawnya: So how would you set up a self-assessment with a student? How could you 
structure that? Is there a way for you to ask them to establish what they want to 
accomplish, and then whether they met their accomplishments? Would you want to try to 
set something up like that, and then just sit down with a student and talk about it and see 
whether you are both in agreement about whether they met their own criteria, to give 
them guidance? Is that a better way of doing it than the teacher just imposing a score on 
the student? 
Jack: I think that would be a much better way. I think at first I wouldn't give them some 
set criteria. First we would just experiment with it, and then as we got more in depth, then 
I would try to get them to define what they want to get out of it. And then I would do my 
best to help them get that personally, out of whatever they are attempting to do. I would 
guide them. If they want to improvise well for jazz, you know, I would give them the 
instruction needed. Or if they just want to have fun, then I would say go ahead, have fun. 
Or as they say, you know, I want to be able to hear something that someone else plays 
and play that but add stuff to that, then I would give them examples, and have them listen 
to music and notate exactly what that person played. And I know that takes a lot of effort, 
because I've helped someone do that before, just listening to what the person is playing 
and trying to write that down. So I would guide them to where they specifically want to 
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go, and then I would rate them on how close they got to whatever they were aiming for. 
Or if they went beyond it. 
Tawnya: And when the students are assessing themselves, and setting their own goals, 
sometimes they set goals that are beyond what the teacher would set for them... 
Jack: ...because they know themselves better than I do. 
 
Jack was aware of the need for student-driven music making, and seemed to have great insights 
for how he would hold students accountable to themselves with creative projects that originate in 
the internal worlds of his students.    
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 
Journaling and art both helped me look at things differently. Writing out how I felt helps 
me make new realizations and art is much faster and expressive than just writing 
 Jack found that both journaling and art response helped him to process the improvisation 
experiences.  When I asked the participants if journaling and doing the art response were 
different in any way he said, 
I think explaining through words is really hard, because there are so many different 
words and by the time I think of how I want to say it, it's gone. But if I can just express it 
in another way, I can get it out of me and then look back at that and remember exactly 
what I wanted to say in a better way. I think the arts can capture your ideas, as opposed to 
simply words. Because if you are writing words, you say, you know, "we did this right, 
we did this wrong." But if you are writing ideas, drawing, then you're just making a 
picture of, "well, this sounded like a bear, this sounded like a wolf, or this sounded like a 
tree." And, you know, that's not something that you can write in a paper, "I think we 
sounded like we were walking through a forest." Like, that's not what they want you to 
write about in the paper. But that's something that you can draw.   
 
Here Jack described how he noticed that drawing caused him to capture and describe the sound 
of the music rather than noticing errors or specific aspects of the performance (see Appendix M2 
for Jack’s images, captions, and statements).  In addition to this he also found that he was a 
better visual artist than he had thought.  When I asked him if doing the art response had helped 
him to understand something different about himself he said, 
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It helps me to appreciate my own ability to make art more. I always thought I was really 
bad, but then I realized that I can make discernible shapes relatively easily, so I can't be 
that bad. I think it helped me get my thoughts down in a different way. Although 
sometimes I would be focused on one drawing that might take a while, and then I would 
miss some of the stuff going on. But then I would catch up to it. And I also liked just 
listening to the things that we played before. And that's something that I think I need to 
do more, is play something and then listen to myself, how I played it, and see what 
sounds good, and what needs work. 
 
Listening with art response seemed to promote a more balanced or non-judgmental way for Jack 
to listen and hear both good and in-progress music. 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
 
 While Jack found listening with art response helpful, he admitted in the post-workshop 
interview that it was too time consuming to add to his personal practice routine.  In his last 
journal he wrote, 
 
I might use art a bit or suggest it to my students but I don’t know how often I’ll use it to 
reflect. I might just imagine different things in my mind without actually drawing them 
out on paper. 
 In addition to art response, Jack also planned to include free improvisation in his future 
teaching to offer his students an opportunity to make music without pre-determined expectations 
from the director-teacher, but suggests that this should be in balance with other learning 
opportunities. 
I liked the freer improv, because, you know, there's no "this is what you need to do." And 
sometimes you've been told what to do so long, it's like, "what do you mean, there's 
nothing "correct" to do?" You know. It's just such a foreign concept. So I would really 
like to incorporate that. And not all the time, not just, "okay class, we're just going to do 
whatever you want today, for the rest of the year," because that's not good.  “You'll be 
great improvisation people by the end of the year, but we won't learn anything else." 
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 While Jack said that the body scanning techniques were helpful, he did not find himself 
using them in his practice sessions or in rehearsals.  He did report that he was already regularly 
monitoring his witnesses so that he could control his thoughts and manage his stress. 
 Witnesses. 
 
Becoming aware of my inner witnesses has helped me feel a lot freer whenever I do 
improvisation.  I don’t feel as pressured or nervous. It’s also helped me practice better 
and handle tough situations better. 
 For Jack, learning about and working with his witnesses seems to have helped him 
manage negative self-talk in music making and in other situations in his life. 
Jack: I would say the main thing that this has taught me is self-control. Because you 
talked about all of the voices, and it has helped me, I don't know, feel more in control 
over my sometimes impulse actions or thoughts. 
Tawnya: So is that specific to when you are making music, or is it in general? 
Jack: In general. 
Tawnya: Can you pinpoint an "aha" moment, where you kind of went, oh, that's a 
different way of looking at something? Or can you narrow it down to a specific thing? 
Jack: I guess a specific thing that you said. When we started talking about the voices, you 
said, "put them away from yourself, and you are a different voice altogether." Instead of 
"these are a part of you," like, "you are here, and these can be spread out in front of you." 
Tawnya: So that was an "aha" moment for you? 
Jack: Mmmm hmmmm. 
Tawnya: And so you have been able to apply that to situations in your... 
Jack: Yeah. Just when I feel like I'm not in control of anything, I start to get upset or 
angry, and I can just back off and say, you know, I still am in control. And I may not be 
able to control the situation, but I can control how I react to the situation. 
 
As was mentioned before, Jack reported having an encouraging or helpful witness who urged 
him to take risks.  In the post-workshop interview I asked him if he had people in his life that had 
encouraged him to do things. 
Jack: Well, I wouldn't say they were always encouraging, but when you are good at 
something or when you struggle at something, oftentimes when you are good at 
something people would be like, you know, continue to do this, you know, you're really 
good at it. Or if you're struggling at something, like they, you know, "I know you do 
good at a lot of things you do, so I know you can do good at this too, and you just need to 
put your mind to it." And so I just, I have had a lot of encouraging people. 
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Tawnya: Is there one person or a music teacher that you can think of, or maybe a parent 
figure or a friend that has been specifically positive in your development? 
Jack: It would probably be a friend. I don't think a music teacher was ever extremely 
encouraging. (Laughs). I'm sorry if that's a bad thing to say, but... 
 
Later he clarified and offered more about how his encouraging witness may have formed. 
I think another reason I have that encouraging witness is because I've had people in my 
life, and not necessarily encourage me to get better at things, but encourage me to do 
things that I don't even want to do, that they want me to do. And so they're like, well, go 
ahead and do this! It will be fun! And I'm like, why would I do that? That's a very strange 
thing to do. That's dangerous. Why would I do that? And it's just that witness, I think 
exists because they've encouraged me to do things I don't want to do. And not that this is 
something I don't want to do, but it's something that is hard for me to do. So that witness 
exists to encourage me to do things that are difficult. 
 
Based upon these comments, it seems that Jack’s encouraging witness was not encouraging in a 
general way pointing out positive things as they came up, but was rather a voice to encourage 
him to do things that he felt nervous to do or were difficult.   
 Meg. 
 
 Introduction: Pre-workshop interview. 
 
Meg: Improvising and doing stuff on the fly, that's just even more nerves added to it 
[performing]. Because I don't know what I'm going to do next, and things usually just 
sound bad. (Laughs) 
Tawnya: Ok, when things start to sound bad, as you say, what happens next? 
Meg: I usually freeze up and just stop playing for a minute. Well, not really a minute, just 
a second, and then I try to get back into it. That's what I try to do. And I just kind of grit 
my teeth until I can get to the end. (Laughs) 
Tawnya:  If you could say out loud what voices you are hearing in your head at that 
moment, would you mind sharing what they say? 
Meg: Um, it gets just mostly me over-thinking about what I'm doing, and just like every 
small, minute mistake I'm making, I keep record of it. And it's just something that I 
always worry about. Because I just always feel like all these little things I do in a 
performance, and it just ends up being a bad performance because all these things make 
something big to me. And it's just like, ugh.  And then especially when people are 
listening, I feel like they know everything I'm messing up on, and it's just so much 
anxiety! 
 
 In the pre-workshop interview, Meg shared how she experienced performance anxiety in 
situations where she had prepared notated music, and had experienced more anxiety in situations 
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where she had improvised.   The quote above demonstrates that she mentally counted errors 
during performances, and suggested that she may be projecting judgmental thoughts upon her 
audience.  It seems that she made the assumption that her audience judges her personally for 
making errors, and did not consider that they might notice them within the context of the overall 
performance that is likely to have many sections that are error free. 
 Workshop 1: Novel. Meg seemed to enjoy aspects of the first workshop.  The descriptive 
word she offered was novel, which she explained referred to how the experience was “new” or 
something that had “never happened before.”  In her journal below, she shared what was 
enjoyable and what caused her to experience more anxiety: 
 While playing with everyone was fun there were different parts of it that I enjoyed 
more. When we first started out it was slow at first and then it started to pick up to were 
people were more okay with play. Or at least that is how I felt. I liked figuring out my 
own sounds with the different things that I had in my hands. Like, I really enjoy all the 
metallic sounding objects. They gave things more of a ring to it. And just that we were 
playing with toys made this all more fun. It wasn’t really childish, but child-like, and let 
us all cut loose. I thought it peaked when we were all around the stairs and that was when 
I was thinking more about the sounds I was making but having fun with it at the same 
time. It wasn’t like coherent music at all but it was still fun. Then when we moved 
towards the circle at the end and things were more structured and we were all specifically 
listening to each other, it made me more nervous. While together it sounded more like it 
was music but there wasn’t as much freedom to it.  
 I started getting nervous when I thought people were listening to me specifically 
and I started thinking about how I didn’t know were the beat was and how what I was 
doing didn’t sound as well as I wanted it too. This specifically happened to me when I 
looked out the corner of my eye and thought that Tawnya was looking at me. That was 
the same case as when we were supposed to have a dialogue with someone else’s 
instrument and ours. If we would have kept going with experimenting with sounds for the 
whole time I probably wouldn’t have felt like I was being judged by anyone, because 
those people were doing the same as me. And I guess that they could have been having 
the same feelings of being judged and worry about sound as I had. Which makes us on 
the same level, but it’s hard to think like that when you’re focusing on yourself and in the 
moment. 
 But this was a fun experiment that made me relax in the beginning and was able 
to enjoy myself with it. I don’t think during the whole exercise that I was the third 
character that Tawnya described [creator witness]. But I can say that I was the second 
[non-judgmental witness] for a good portion of it, and the first one [self-conscious 
witness] when I became nervous of people judging me. I know that this is supposed to be 
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an environment where people don’t judge, but I always have that feeling that people are, 
no matter what I am doing. We’re all on the same level so we all expect us to judge one 
another a little bit. And it’s just something I never gotten used to and I hopefully will by 
going through more exercises like this. 
 
 Meg described above that she was able to “cut loose” and maintain a non-judgmental 
frame of mind as long as she was not aware of, or suspected, that others were listening to her.   
At the end of her journal she commented about how she did not believe that the others in the 
group were maintaining a non-judgmental zone, even though considerable time was spent on 
articulating group expectations and needs for creating a safe non-judgmental space for 
exploration within the workshop experiences.  It is possible that she feared judgment because she 
was aware of her own judgment of others, because she may have had a negative history with 
individuals in the group, or because the workshop reminded her of other past experiences where 
she was judged.  While it is also possible that she may have picked up on non-verbal cues from 
others, it is less likely that this was the case.  Her statement about expecting others at the “same 
level” to make judgments, and comment about how she has “never gotten used to” it, suggest 
that these judgments are projections from past experience rather than anxieties based upon 
current suspicions.   
 Overall, Meg’s experience seems to have been more positive than negative.  At the 
beginning of the second workshop Meg reflected upon the first workshop and said she found it 
“really refreshing. Those commercials for face wash just come to mind.”   It seems that when she 
was engaged in sound exploration individually she was less nervous and was able to enjoy the 
activity more than when the group attempted to engage one another in musical conversation 
where she noticed that the musical conversation afforded her less “freedom” and intensified her 
fear of judgment.   
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 Workshop 2: Flowing. When Meg reflected upon her workshop two experience she 
offered the word flowing, and commented that while there were parts that made her “feel 
uncomfortable” she enjoyed when they “flew into like something awesome.”  In her journal she 
decided to take my invitation to name her witnesses. 
 The person that is the judgmental one is Beatrice (self-conscious witness). It just 
seems like an up-tight name that is someone that criticizes everyone. The nonjudgmental 
one is Penelope (non-judgmental witness).  That just sounds like a nice friendly person. 
And the one that is euphoric while creating music is Tris (creator witness), who would 
seem like a free spirit.  
 Today I felt like Penelope for the most part. I know when we started out with 
making noises with the art tools, I wasn’t very shy I think. I was just trying to find the 
sounds that I enjoyed the most. I wasn’t really concerning myself with what other people 
would think. Then when we started going to sharing with other people I wasn’t that 
bothered by anything either. I was just listening to what they were doing and thinking of 
how the sounds could flow more together.  
 Walking around and doing the body percussion is when I became more of a 
Beatrice. Which I think is embarrassing since I’m a percussionist, you’d think that kind 
of stuff would come naturally. I just felt really insecure when I would be next to others 
and they could hear all that I was doing. I didn’t really think about other people’s sounds 
at that point I was just worrying about them judging mine. Doing the moving statue was 
interesting but kind of made me feel judged. Because you could hear people laugh as you 
did your movement and sound at the same time. Though I understand it was all in good 
fun. I just made me feel weird because we had to come in at our own time. So you kind of 
just had to bite the bullet and dive in and hope you didn’t seem crazy.  
 And when we went into the circle to close our eyes and did singing and body 
work [percussion], I felt like all three came out. I was Penelope for the percussive part 
because even though I could be heard I would be heard as much as my voice could. So I 
was listening to everyone and thinking of what would sound good and what I liked. Then 
when things got quieter I felt more self-aware and started over-thinking my own part. We 
added voice with our eyes closed and that wasn’t awful because everyone was using their 
voice at the same time, but people tended to keep it in a low range so they couldn’t be 
heard as well. I tried to sing higher a few times to try to push myself out of my shell. 
Then when I found something I liked the whole sound of the group changed and I over 
thought about what I was doing again. And closing our eyes and doing percussion and 
voice made me feel very shy at first because we were just starting to figure what sounds 
we like. Then when the flow of it started picking up I was becoming more comfortable. 
And at the top and towards the end of the “music” I was Tris. I could hear Matthew and I 
was trying to harmonize with him because I thought we created a good sound together 
and I was enjoying that a bunch. I felt really carefree at that moment and I thought things 
were sounding pretty good. Then when I could sense everything winding down I started 
becoming more self aware and shrunk back down into Beatrice. I tried not to and tried to 
be more confident in my own part fitting with everyone else. But it happened regardless. 
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It was a really interesting exercise, I feel like if we kept doing things like this I could 
become more confident.  
 
 Workshop two seems to have been positively challenging for Meg.  She mentioned 
several times that she lost her ability to maintain a non-judgmental witness in situations where 
she was more exposed and it was possible for others to distinguish the sounds she was making.   
During the percussion improvisation where she said she “became more of a Beatrice” or her self-
conscious witness, it seems that she may have been putting more pressure on herself to sound 
good because she was a percussionist and assumed that others would hold her to higher 
expectations.  It is also possible that she was having difficulty applying her percussion skills to 
the unpredictable musical conversation.  This perhaps is most apparent when she said, “you’d 
think that kind of stuff would come naturally.”  While she was experiencing these challenges, 
Meg also found herself able to enter a flow state and experience her creator witness.  This 
moment seems to have been musically satisfying and may be why she stated that, with more 
experience, she thought she would develop more confidence. 
 Workshop 3:  Nerve-racking. Meg found this workshop to be more stressful because 
primary instruments were introduced, and because the body scanning technique caused her to 
“rethink how I've been thinking all this time. Like, understanding where my body tenses up, and 
what that means.”   
 Finally playing with our own instruments was a different experience than I 
expected it to be. I thought I could me more confident than I was but I don’t think that 
happened more than twice. The first time when [we] went through it I was just trying to 
blend and [play] my own melodies myself but Beatrice kept coming up saying that it 
sounded off from everyone else and to fix it. But I didn’t know how to fix it so it could 
sound better because everyone was playing different pitches. And I kept looking around 
and I saw everyone else was calmer and was into their own thing. They probably knew 
what they were doing better than I did. I kept thinking I was the only one sounding off 
and I just kept trying to switch notes so I could make melodic sense out of things already.  
 The second time when we could add our own dynamic inflections to things it was 
better to keep quiet because when you play louder I thought that would mean you’re 
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more confident and knew what you were doing. A few times I did let my confident 
person come out so they could try and add something different with everyone else.  But I 
felt like things sounded too random and [I am] thinking this is much more difficult than 
just playing what is written on a page.  
 The last time was the best for me I think because I let myself flow with Matthew 
[group member] in the beginning. It was intentional but he just started having the 
conversation with me and I heard him and it was a good moment that I enjoyed. I was 
really comfortable during that part but it ended and Beatrice decided to show up again 
and I became more uncertain and tried to have conversations with other people but I think 
they were too into their own thing to answer back. I was so self-conscious during this. I 
was just hoping to get to the point were I kept messing up so much that I didn’t care what 
I was playing anymore and would just have fun doing my own thing, but that didn’t 
happen. But I hope maybe next time I don’t feel so miserable and worried about making 
crap music. 
 
 It seems that Meg found it difficult to start musical conversations with others in the group 
with the exception of one successful conversation with Matthew. When in musical conversation 
she noted that it was more difficult for her to make music with others than when playing music 
off of the page.  Meg clearly expected the music to sound good, or not to be “crap music,” and 
struggled with moments where she could not make sounds that work musically with others, or 
where she had trouble “fixing it.”  At the end of the journal she expressed how she wished she 
was able to make mistakes without caring and wished she could be content with doing her own 
thing, but she was not satisfied with this musically and was very self-conscious about her 
inability to make music she felt was of an acceptable quality.    
 Workshop 4:  Better. By the end of the final workshop, Meg was less miserable and said 
she was “happy” that she had “definitely [made] an improvement” with improvisation.  The first 
improvisation may have been more of a therapeutic expression to vent stress from the week for 
both Meg and the others in the group.  While others in the group said it sounded dark or creepy 
Meg offered the word “apathy” to describe how it sounded.    
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 Improvisation 1: Apathy. 
 
The free improvisation was really needed today and I felt good for most of it. I had a flow 
moment, which was pretty nice. I liked coming up with my different sounds on the 
xylophone. It was nice to not just have to hit it with the yarn part of the mallet and use all 
the different places on the instrument that people don’t usually use. It was cool to make 
my own sounds and I think when I thought about how cool I was sounding that I became 
more of Tris. It was like writing a song just for me and it didn’t really matter what other 
people thought about it as long as it made me happy. This doesn’t happen as much as I 
would like it to but I was really happy with it. I was able to smile more during the first 
two warm-ups more than usual I think. During both runs it may not have been the most 
musical but it was definitely the most freeing. I wish I could feel like that every time I 
play.  Of course a few times my negative voice wanted to come out. But it was easier to 
push it away today than it had before.   
 
In this improvisation, Meg seems to have been more connected with her ability to express herself 
than she was self-conscious. 
 Improvisation 2: Empowering.   
 
That was kind of a slow start but it was so worth it for such an awesome ending. Mostly it 
was long tones and sad sounding like the other one in the beginning but there may have 
been more cheerful phrases. It took Tawnya starting to move around and then Matthew 
[group member] following for it to feel more happy and flowing. That’s when I was more 
of Penelope. I was still conscious about my own playing, but I was trying to get a good 
sound whenever someone else came up to me to “converse.” Then when Lisa [group 
member] threw a beat down on the cello I thought it became a lot more fun and I was 
able to flow really well. I think it might have something to do with there actually being a 
beat that makes me feel more secure about what I’m doing and being able to know how I 
fit in well. I like that everyone got together on creating a beat at the end and people were 
kind of grooving and I’m pretty sure we were all in flow then which is a really great 
experience. Being able to dance to what you’re playing is probably one of the best 
feelings. 
 
Again in the second improvisation, Meg seems to have been more able to notice the expressive 
(“sad, cheerful”) moments in the music more than the moments where there were difficult 
transitions.   She was aware of moments where others made changes and the group was able to 
successfully communicate or “groove” together.  While it is possible that Meg was simply more 
comfortable with improvising on her primary instrument in this workshop because she had more 
experience playing and managing her witnesses, it also is a possibility that Meg had a greater 
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need to express her self in this workshop and that the improvisation afforded her the freedom to 
do so.  
 Meg’s workshop overview. 
 
I've just found all of this really empowering. Like, I can see myself becoming a much 
better musician now that I've done this, and more confident in what I'm doing, and more 
in control of what I'm feeling while I'm playing and getting frustrated with myself. 
 
 While the workshop series may have helped Meg to feel more confident in her ability to 
improvise, it may have been most helpful in terms of providing her a system to better manage her 
performance anxiety.  She wrote that the workshop had taught her that she was not “as anxious 
as [she] thought [she] was, once [she] learned how to control [herself] while practicing.”  She 
also commented that she had been able to keep herself from having “negative spirals” when she 
was practicing and rehearsing with her accompanist in preparation for her end-of-the-semester 
percussion jury.   
 Meg also found that improvisation, being less structured, gave her an opportunity to 
express herself.  She suggested that if I were to hold a workshop series again that I should 
consider offering shorter more frequent sessions, “because everyone needs a little more than just 
one release outlet per week.”  
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant?  
 
 Engaging in free improvisation was at first uncomfortable for Meg, because she found it 
difficult to play “good sounding” music in the context of musical conversation.  She learned that 
free improvisation caused her to listen differently, and that it required more ability to play by ear.  
In the post-workshop interview she said, 
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Meg: I just feel like whenever I play my primary instrument, I have, I just hold myself to 
a higher standard than when we are doing [the other]. And I wrote down, "it's easy to play 
stuff on a piece of paper. This is hard." (laughs). 
Tawnya: Okay. 
Meg: Because you have no idea what you're doing, or what the other people next to you 
are going to start doing, and you just want to try so hard to sound good. It's just... it's all 
random. 
Tawnya: Right. So you have more freedom, but you have less control, because it's less 
predictable. 
Meg: Yeah. 
Tawnya: Because you are responding. 
Meg: Mmm hmmm.  I learned that I'm actually listening more than I thought I was to 
what other people are doing, and responding. Because I've never done that before, like 
been able to respond to someone else playing. And that was really interesting, and it 
made me think how we could work together to form something really awesome, because 
I know me and Matthew did that a couple of times, and I love playing with him now. 
(Laughs) and it was just a good experience. I'm still not maybe where I want to be, but 
I've never done the free improvisation before, so that was really cool. (Laughs) 
Tawnya: So did it cause you to listen differently, or play differently, or how would you 
describe that? 
Meg: Well, listening more carefully definitely. And with my playing, I was more just like 
rolling on the xylophone or marimba, and just easing into it, like trying to make it more 
together in a way. So not just like hitting random notes and just being loud and obnoxious, 
but... 
Tawnya: (laughs).  
Meg: But just trying to be musical as I am doing this. 
Tawnya: Kind of listening, and then trying to be sensitive to what someone else is... 
Meg: Mmmm hmmm. 
Tawnya: And that is different than when you are playing with notated music? 
Meg: Yeah. 
Tawnya: So how did you feel? We talked a little bit about how it's kind of a skill that's 
maybe not as developed, like we might hear something we want to do in our head, but we 
might not always be able to make it happen on our instrument seamlessly, or maybe we 
think we are going to get one sound to come out, and another does…. 
Meg: Yeah. 
Tawnya: Did you feel you became more aware of that within yourself, and if so, how did 
you feel about that? 
Meg: It was frustrating in some parts, just because I felt a little bit of pressure at times, 
just like "I need to sound good." And when I didn't, like, do the same thing as another 
person, I was just like, "uuuhhhh. ooohhhhh (sighs). Way to go Meg. I guess ear training 
helps with this, but like hearing stepwise stuff, and it was just like, oh, I can follow this. 
It might not be on the right key, but it sounds okay. So that was good. That's good 
training for myself, definitely. 
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 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 
 Like improvisation, Meg found art response to be a healthy outlet for stress and personal 
expression.  She said she would use art response to “scribble out [her] hate.”  While she did not 
find the art response as useful to learn new things about her self, she did find it helpful in terms 
of listening in a new way, and indicated that she would use art response to listen to recordings of 
herself because she needed “to break away from the way [she thought] about [her] music 
sometimes.”   
Tawnya:  Did you hear things differently when we listened during the art response? Was 
it different than what you remembered? 
Meg: Oh, definitely. Because when we were playing with the whole, just finding another 
person and playing, you're listening to that part of what you are doing. And I kind of just 
ignored everything else, but then I could hear everyone else and I was listening to another 
pair, of the whole thing, and I was like, oh, that sounded pretty cool. 
Tawnya: Right. So you would you say your listening wasn't divided, so that made it 
different? 
Meg: Yeah.  
 
She also appreciated how doing art response with music made good use of the “connection” 
between the two non-verbal art forms (see Appendix M3 for Meg’s images, captions, and 
statements).   
 Because Meg said she felt journaling was helpful to her in terms of being able to write 
down what she was thinking, I asked her to compare journaling with art response. 
Journaling was different than the drawing. Just because you have to articulate what you 
are thinking into words. And it just makes things, maybe just more black-and-white. And, 
well, obviously coloring is color.  (Laughs) But it puts more emotion into it when you are 
coloring. And I feel like just writing made it scientific stuff. Just words describing certain 
events, not really putting any feeling into it. But it's good because you need to describe 
what you're doing and how you're feeling, though it might not be exactly how you're 
feeling, and the words can't really depict that well. But it was still good, though coloring 
was more fun. (Laughs). More fun than I thought it would be. . . . I think the drawing is 
really good. Even just listening, and just trying to not focus on mistakes, and just say, hey, 
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you can make this musical. This is music, and not just hitting things randomly, and you're 
not messing up all the time. You're still a really good musician. I feel like that would be 
really good for students. Drawing could also be, like, I think it's good in a case where 
they have anxiety, and just frustration about what they are doing wrong. And while they 
are listening, they could just be, I don't know. Just show how it flows together, and how, I 
guess just showing how they're doing a really good job, and just have fun. Learning how 
to have fun with their music again, and doing that with drawing is really great. 
 
While Meg stated that the art response did not help her to learn about herself, it clearly did help 
her to hear that she was “still a really good musician.”  It also seems that listening differently to 
the recordings helped her to approach her music making in a less technical and more expressive 
way.  It is possible that it provided her with a way to compare and contrast her self-conscious 
focus on errors as recorded in her journals, with recordings that included many sections that 
sounded pleasing to her musically.  Perhaps this new information helped her to take a more 
nonjudgmental approach to her playing. 
 The practice of regularly scanning her body also proved to be helpful for Meg especially 
when she was practicing.   
I did the thing where I figured out where I was tense, and I was just trying to relax myself. 
And then I was able to, like, get much more done the rest of the night. So that made me 
really happy. 
 
In the post-workshop interview, Meg shared that she scanned her body “all the time now” and 
that it was most helpful when she was “on the brink of having a breakdown.”  She said that being 
more aware of her body helped her to talk herself back into a “more neutral” inner state. 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
 
 At the time of this study, Meg reported that she had integrated body scanning, and the 
monitoring her witnesses into her daily practice routine.   She said she planned to continue to use 
these techniques, as they kept her from “downward spirals” of thinking in her practice sessions 
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and rehearsals.  While she had no immediate plans to continue free improvisation, she did say 
that she was open to the idea of getting together with Kari to have percussion “jam sessions.”  
Art response seemed to be a helpful way for Meg to process recordings, but she said that she 
“might” take the time to listen in this way.  It is possible that time restraints and the availability 
of private space may have made this more difficult to integrate into practice.   This may be 
especially true for the percussionists in this study, as they practiced in a communal space.  
 Witnesses. During the course of the workshop, Meg seemed to transition from regularly 
experiencing self-conscious states where she would become angry with herself and experience 
increasingly negative thoughts, to having more self-control and more positive experiences.  In 
the pre-workshop interview, Meg described her thoughts about her collective performance 
experience. 
During the performance it's just mostly nitpicking things, and like prepping myself for 
hard things that are about to come up and everything. And then I focus on that part a lot, 
and then I forget what I'm doing. It's mostly just thinking through the whole thing 
probably too fast, and not focusing on what's happening while I'm playing. And then I 
mess up and then the thoughts get more negative. And that just continues to, like 
snowball effect. 
 
Between the second and third workshop, Meg reported to the group that she had experienced a 
difficult rehearsal with her self-conscious witness. 
Meg: Um, I worked with an accompanist this past week, and usually I know I've done 
really well with it, but this week just happened to be pretty bad, working through my 
concerto. And it was just like a bunch of negative thoughts coming out, because I have to 
perform with her for finals night, and then I have to perform with her in a recital coming 
up. And then, I just kept thinking about all the negative things that could happen, and it 
was just really stressful. 
Tawnya: So that was happening during the rehearsal you had with her? 
Meg: (nods). 
Tawnya: OK. Was there anything that happened that made that voice more strong, or did 
you have any other voices that kind of helped you balance that voice? 
Meg: It was kind of just the negative voice most of the time. Like, I just started messing 
up a few times and normally I can shake that off, but it was just like a snowball effect 
after that. Like, I didn't know how to help that. 
	  171 
 
Later in the same discussion the participants shared different ways they deal with the “snowball 
effect” that include practicing on a different instrument and taking a walk or short break.   
Meg:  I wish I could do something like that. I usually just get really angry and just hit a 
few loud chords. Like I have to peak with my anger and then I'm able to calm down. 
Tawnya: To get the energy of the anger out of your system? 
Meg: Yeah. 
 
Several weeks later in the final workshop, Meg reported to the group that she had gained more 
control of her inner voices during a practice session. 
Tawnya: Did anyone have a distinct experience you wouldn't mind sharing about one of 
the witnesses showing up, noticing it, having internal talk?  
Meg: It was actually just last night. I was getting really frustrated with how I was 
practicing, and the negative witness came too, and I just took a step back and I talked 
myself through it. I didn't get back in the flow, but I thought into the middle one, the one 
that's... 
Tawnya: Nonjudgmental. Mmm hmmm. 
Meg: Nonjudgmental. Just trying to help myself through it. And I also did the thing 
where I figured out where I was tense, and I was just trying to relax myself. And then I 
was able to, like, get much more done the rest of the night. So that made me really happy. 
 
 In workshop sessions Meg reported that she experienced more self-conscious thoughts 
when she felt more exposed and that others could more clearly hear her contribution.  This 
happened at the beginning and ending of improvisations, when the dynamics were softer, and in 
moments where the structure of the improvisation required a solitary entrance (like the moving 
sculpture, or add-one improvisations).  She feared that others might be laughing at her at times 
(especially during the moving sculpture improvisation), and in one group discussion she 
admitted that she was concerned with her peer’s opinions of her. 
Meg: Just going off of that, when I'm with this group of people, I know that I can be 
comfortable because we are all like in a judge free zone, but then I also think to myself, 
"holy crap, these are future colleagues of mine in music education;" [Kari laughs] "I don't 
want to embarrass myself around them," but then I also have to think, "well come on, 
we're all friends here," it's just that ongoing battle of thinking things like that, and just 
being all free is just, yeah, ever present. (Laughs) 
Tawnya: So it's going back and forth? 
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Meg: Mmmm hmmm.  
 
 During two group improvisations, Meg also reported that she feared judgment from me as 
the facilitator.  In the first workshop, she mentioned that when I attempted to make eye contact 
with her, it made her more self-conscious.  In the second workshop, Meg and I had an 
opportunity to engage in a musical conversation.  In the post-workshop interview she explained 
her experiences. 
Meg:  And I just felt really nervous, especially when you are walking around. I'm like, oh, 
she's the adult here, and oh gosh. Judging. 
Tawnya: This is important. And please just be honest and open about this, because I'm 
not going to take it personally. But what is it? Was it something about me, or was it the 
fact that I am older? Or why did you assume that I would be more judgmental? 
Meg: It's your authority. (Laughs) 
Tawnya: What authority do I have? 
Meg: I'm not sure. (Laughs) 
Tawnya: No, it's okay. 
Meg: Just running the research group, and you're just observing us, and, um, wanting to 
see how we react to certain things, and I usually react, like frazzled. Like, I might not put 
it outward when we were playing and everything, but inside my head I was just like, oh 
crap. Oh crap. 
Tawnya: Okay. So the fact that I was doing research was maybe the authority part? 
Meg: Yeah. 
Tawnya: Because I'm not your teacher. I wasn't grading you. But I was just observing. 
You knew I was intentionally observing you. There were recording devices in the room. 
Meg: Yeah. 
Tawnya: Was that where that came from? 
Meg: Yeah. 
 
While I made every attempt to create a safe space for the participants, encouraged the 
participants to articulate their needs for creating a non-judgmental space, and attempted to 
maintain a neutral and non-judgmental presence, Meg assumed I was judging her performance 
when I was not.  Meg was surprised when I shared with her in the post-workshop interview that I 
had a self-conscious witness experience myself during an improvised conversation we had 
together during the second workshop.  It did not occur to her that I might be unable to make 
judgments about her playing because in my own mind I was too busy judging my own 
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contribution.  When I asked her if she was aware that I thought I was fumbling around she said, 
“No. I didn't really hear that you were fumbling around. I was thinking, oh. She's a more 
experienced player than me. She must do no wrong at all (laughs)” 
 By the end of the workshop sessions, Meg shared that she was more able to maintain a 
“neutral” or non-judgmental witness more of the time, and this was most clear in her journals 
from the fourth workshop where she was more able to notice expressive qualities than errors.  In 
the post-workshop interview she said that she was experiencing more of a sense of control and 
could prevent “breakdowns” both in her practicing and in life in general.  For Meg, becoming 
more aware of her felt states and inner dialogue seems to have been “empowering.” 
 Matthew. Matthew’s story provides insights about how undergraduate musicians 
transition from music as an activity, to music as career.  Although it is likely that most music 
majors have chosen music as a career because they love making music, some find that their 
music education lacks opportunities for self-expression and music making for pure enjoyment.  
Matthew’s journal writing is focused upon this issue, and also demonstrates how music making 
in the internal realm opens a way for inner work and processing of personal challenges.  During 
the study, Matthew struggled with a personal relationship and also faced the problem of losing 
his funding of tuition for the university.  He ultimately decided to transfer to a different school, 
and left the university at the end of the semester.  These issues became first priority in the second 
workshop where he used the improvisation, journaling, and art response in a more therapeutic 
way, rather than in a way more focused on learning.  Matthew’s story shows the benefits of 
including and costs of excluding music making for self-expression, self-discovery, and self-
referential awareness. 
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 Workshop 1:  Freedom! “Freedom” is the word that Matthew gave as his overall 
descriptor of the first workshop session, and in his journal he described why the workshop 
caused him to feel that way. 
 Walking into the room there was an almost immediate sense of childishness. A 
feeling I don’t personally get to feel very often. Especially in the academic setting where 
I am where everything is so structured and based on judgment. Tawnya expressed what I 
would consider to be the three main characters that all musicians face. I think that she 
properly represented them and I think they are very close to what I have personally felt 
before.  Getting to draw on the paper was kind of an eye opener for me. I drew a picture 
of my head just to be silly but when we were asked to share why we drew what we drew I 
realized that a lot of times after I perform I feel like I have literally landed on my face. 
This isn’t a great feeling at all. After dealing with these feelings for so long its good to 
finally be able to see and make sense of what I am feeling [see Figure 5.4]. 
 The activity with getting to know everyone was extremely fun. I like passing the 
balls around saying everyone’s names. I really liked it when it got more silly and we had 
three balls going around at one time. Since there were only six of us it was an inevitable 
disaster but a fun disaster at that. I started to get uncomfortable when we were asked to 
just go around the room and find the different sounds the room would make. I felt 
actually really silly. I think it might be because I’m so used to such a structured way of 
performing and finding sound. I also felt silly playing with different toys, when I walked 
in I thought I personally wouldn’t have a problem with anything we would have to do 
here today. So I am very curious as to why I felt so odd. Lisa being here as well has 
helped a lot. Starting new groups like this it always makes me more comfortable when I 
have someone I know with me. For now I think we both used each other sort of as a 
crutch because this is something so new, which was nice for me in light of recent events. 
Just this whole thing has been nice in light of recent events.  
 I think sometimes I take life way too seriously and I’m never quite sure what to 
do for myself when that time comes.  Something like this is putting the enjoyment back 
into my education, something that I can enjoy that isn’t hindering me from learning. In 
high school that was [youth symphony] and the musical. Since I was doing them for fun I 
didn’t really feel a need to be a jerk to work my way to the top I just really enjoyed what 
I was doing and was content with life. Now coming to college nothing is like that 
anymore. I’m constantly competing for a chair or trying to get a better grade, what makes 
it worse is that its all music related and music at one point in time was my way to get 
away from my problems and now going to school it is creating the majority of my 
problems. I guess that’s why I like doing things like [the local youth symphony] for no 
credit because it lets me put back the fun into music. It allows me to keep some of the fun 
in my life while I’m struggling to stay afloat.  
 
 Matthew’s journal did not report specifically on his inner dialogue; however, he stated 
that he thought he felt silly engaging in the improvisations because he was accustomed to more 
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structured music making.  He also mentioned that having a familiar person in the group helped 
him to feel more comfortable, and this might indicate that he was less concerned she would be 
judgmental.  The free improvisation exercises (which he enjoyed) apparently provided the 
contrast Matthew needed to realize that much of his current music making was not for enjoyment.    
 Workshop 2:  Need for growth. At the beginning of the workshop, Matthew stated that 
he needed more free improvisation in his music making to “balance things out.”  At the end of 
the session he offered the word growth to describe his overall session experience. 
 
 Today’s workshop was a lot easier. I don’t know if it’s because I was just 
expecting something similar to what happened last week but, it was easier. Something in 
me recently has changed.  I don’t know if its because I’m getting sick of where I am at or 
if I am actually getting used to performing in front of people, but I feel as if I am ever 
closer to getting that superstar moment. I’ve struggled for a long time trying to achieve 
such a state because of the judgment I have had laid upon me while growing up. I don’t 
know either if it’s because of my recent relationship. I really feel like the whole 
relationship thing has changed my whole outlook on life really. It’s made me be very sick 
of being pushed around, it’s made me very conscientious of what I want and not 
necessarily what others want. However it does concern me some because I don’t want to 
be one of those people nobody likes, I am afraid I am going to hurt those around me that I 
don’t want to hurt.  But in this sense when I step on a stage I don’t care as much what 
people think about me I am there to perform, not to judge myself, I have worked so long 
and hard on music its time I give myself a break and let myself enjoy performing it.  
 It’s funny though where these anxieties show up. I sang in recital hour a couple 
weeks ago in front of the entire voice area, I have never done this in my life, but it 
honestly wasn’t that bad, I mean there is still my tension problem but I feel like that is 
still going to be a problem I fight for a while longer. But thinking about it now I am 
nervous, even though right now I have nothing to be nervous of the fact I am thinking 
about performing its making me shake. I don’t know though if it’s thinking about 
performing or the coffee I had or maybe a little bit of both.  
 Sometimes I feel inadequate because I don’t have the same things or access to the 
same things other people do. Or I try to blame things for my inabilities. At this point I’m 
not sure what to do.  I hate to say it but I’m almost sick of viola playing, I don’t know if 
its because the situation I’m in if its because of my playing abilities and where I think 
they should be. I think the grandest thing of all is I’m not getting through my education 
what I want or need. I want to be looser but I’ve not been shown how I’ve just been told, 
or when I find something that I like or I think improves my personal playing I am told to 
change it back to the way my teacher has had it, because what I am doing is wrong. I’ve 
been told so many times that I will be the person to find my technique but with that I feel 
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like I need to be working along side someone not working for someone and right now I 
am working for someone.   
 
 With the exception of the first sentence, Matthew’s journal was not focused on the free 
improvisation workshop.  The content was focused upon venting about school, and Matthew 
admitted in the post-workshop interview that he had already omitted two-thirds of the journal he 
wrote during the workshop because it included additional venting about his personal life.  Since 
Matthew had recently learned that the university was not going to offer him additional 
scholarship money so that he could stay (he had lost other sources of funding), the feelings in 
this journal may have had more to do with his need to find what was not good about the 
university so that he could feel better about leaving to attend a different school.   Towards the 
end of his journal, he did point out that he felt frustrated that his self-directed efforts were not 
acknowledged and that his own sense of self was not allowed to be at the center of his 
musicianship.  This is most clear when he stated, “I need to be working alongside someone, not 
working for someone.”  This comment is in reference to his private lesson study. 
 The free improvisation, journaling, and art response offered Matthew an opportunity to 
process the difficult issues he was facing in his personal life.  His art responses (see Appendix 
M4) illustrate the colors he later shared as his “inner voices” or witnesses, but he indicated in the 
post-workshop interview that these drawings were mostly therapeutic in nature.   
 Workshop 3:  U-ee (U-turn). In the third workshop, Matthew was less preoccupied with 
life issues and wrote more about his experiences with free improvisation.   He shared that 
improvisation afforded him a “freedom of sound,” and he seemed to experience this with hand 
percussion instruments in the first part of the session.  When primary instruments were added to 
the improvisation, he became much more self-conscious.   
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 As I mentioned before, I had encouraged the participants to name their witnesses and 
write about them as characters in their journals.  Matthew did not do this, but reported that for 
him the witnesses were different colors.   He explained that, as in his drawing in the past session, 
the colors represented people in his personal life who took on certain roles.  It was difficult for 
Matthew to articulate this clearly, but it seemed that certain people in this life were critical and 
judgmental (represented by certain colors), and that he was projecting their voices in his mind 
during improvisations.   
 Today has been an interesting day. I was ready to play today. I was excited to be 
here. Starting out I was ready to go, I WAS READY TO MAKE NOISE!!!!!! There is 
such a freedom of sound when I am here that I don’t have anywhere else. Getting to play 
in the circle was fun. The instrument I had for whatever reason was really entertaining. 
The thing that looked like a water mill wheel. It was hard finding a consistent sound with 
it but that didn’t matter, it was fun getting to play it. The other instrument I had was the 
pitch bending thingy. I didn’t like playing it as much as I though I would. Conversing 
with Kari [group member] was interesting, we both wanted to play with each other but at 
the same time we didn’t care what the other was doing, we just wanted to make noise 
together. Going back into the group was fun too. I wasn’t expecting us to end the way 
that we did, via a maraca.  
 When we got our instruments out was when I took a negative turn. I am not sure if 
it is the way I have built myself when I am playing viola, but I felt instantly like I was 
doing everything wrong.  Even though my body was calm and I know I am in a non-
judgmental environment, I still felt like I couldn’t do anything right. I liked the body 
analyzing thing, and the way I got to use the colors it made me much more aware of what 
was going on with my body.  I have never been able to before play my body in the exact 
same bad positions I have before, but when I started getting tense and my shoulder started 
to hurt I knew I had got there. Using the different colors for my different states I was able 
to visualize what was going on and conquer the negativity. This is something I'm 
definitely going to use when I'm practicing. 
 
 Workshop 4:  Free, freer than I was. In the fourth and final workshop session, Matthew 
offered the word free to describe his overall experience.  He stated that he was freer than he was 
at the beginning.  In his reflection on the first improvisation of the workshop, Matthew chose to 
sing instead of playing his primary instrument.  This could have been because Matthew did not 
bring his primary instrument to the session because he was ill and he was late because his 
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appointment at the health center took longer than anticipated.  In the second improvisation 
Matthew was able to play the violin because the person audio and videotaping the sessions was 
able to bring in a violin upon his request.   
 Matthew reflected more upon how his improvisation experience was different because of 
the voice or instrument he was using, and made comments about how he was more self-
conscious when playing his primary instrument.  What was not clear in his journal writing was 
his use of the colors (witnesses) in terms of being aware of or negotiating his inner dialogue or 
feelings. 
 Improvisation 1: Animals. 
 
I am not quite sure what to think. I definitely had fun, and to and extent I think singing 
came a little easier to me than playing my viola did. I do however get very self-conscious 
about how my voice sounds when I sing because so many remarks have been made about 
it in the past, both good and bad. I think there is also a difference between my playing 
and singing because I’ve always been given a freer approach to using my voice as 
opposed to the very structured viola playing.  I’m thinking I would love to do a workshop 
like this again, however using only my voice. As time has gone by with this workshop I 
have found myself becoming more and more comfortable with my viola playing, because 
that is what I have structured the workshop around. Even though I have done some 
improv with my voice before it has always been a structured improv. I would love to see 
if I could make the same changes with my voice that I have made on my viola. I feel like 
I have made such leaps and bounds this semester. I would like to think that a lot of it is 
due to the things that I am learning at the workshop and applying to my own practice 
time. 
  
 Improvisation 2: Unfocused. 
 
This time I used a violin that [research assistant] provided. This was something most 
definitely closer to home. More so than last week I was able to enjoy myself more. I am 
not sure if it’s because it still isn’t a viola but closer to home or if it’s because I feel even 
more comfortable around an upper stringed instrument. I feel that in a way there is a lot 
of negativity attached to not only my viola, but my viola playing in general. I feel that the 
next thing to do would to figure out how to get rid of that negativity and/or block it out. 
In ways I feel like this is the point I’m at because it is so much easier now for me to play 
viola than it once was. This time I tried to take myself out of my comfort zone and make 
different sounds with the violin I was using, I found myself a lot of the time trying to use 
just the bow on the regular area of the string. 
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 Matthew’s workshop overview. 
 
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant?  
 
 For Matthew, free improvisation helped him to understand that he needed more 
unstructured music making and/or music making not related to his formal music education for 
his emotional well being and happiness.  In the excerpt below he described how improvisation 
helped him to foster a more positive attitude. 
Tawnya: What would you say you have learned about yourself doing improvisation?  
Matthew: Um, I don't know. I really hate admitting this, but I used to be a really positive 
person, and just, as kind of life has progressed, I've become much more negative. And 
doing the improv has allowed me to direct myself more towards the positive, which is the 
person I want to be. 
Tawnya: How did it do that? 
Matthew: How did it do that?  
Tawnya: Like, did it make you realize something? 
Matthew: No, just the freedom to be a kid again, I guess. In a way, just not to have to 
worry about anything or worry about judgment. Just to be able to be, just do whatever I 
wanted, and to explore, and not have to worry about criticism or punishment or 
consequences for what I was doing. 
Tawnya: So you felt safe in the environment, and you felt that you didn't worry about 
other people judging you or critiquing you and that sort of thing, that there weren't 
necessarily right answers, and that sort of thing? So you felt that that helped you to have 
more of a positive outlook? 
Matthew: Yes. 
 
  In addition to a positive outlook, Matthew noted that the activity gave him an 
opportunity “not to care” about his musicianship or ability to play something specific.  When I 
asked him about if he felt he could play what he wanted to during the improvisations, he 
expressed no concern about an inability to play musical ideas from his imagination.  It was as if 
the free improvisation provided him a safe space to rebel against the precision and control he had 
to employ in his curricular music making.  This rebellion was clear when he said, “Because I'm 
not being graded, you know, no one's judging my performance, I don't have any reason to care. 
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There's no one looking over my shoulder saying, ‘that's wrong, that's wrong, that's wrong, that's 
wrong, that's wrong.’”   
 This comment makes clear the extent that Matthew felt disconnected with music making 
as an outlet for self-expression.  That he reported he didn’t have “any reason to care” about what 
he was saying musically during improvisations may indicate that he was afraid to express 
himself, or may indicate that he was not confident in his ability to do so.  In either case, it seems 
his frustration level with his structured music making was such that he was in need of an outlet 
for self-expression that was more therapeutic in nature, or a vent for stress. 
 While free improvisation may have been most beneficial to Matthew as a release for 
stress and a space for emotional processing, he said,  “I have unfortunately found that I have a 
very negative approach to my practicing and performing. But I have also discovered that there 
are ways to get around this.”  This statement will be explored in more detail below in the 
discussion of “witnesses.” 
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 
 Matthew found that doing art responses while listening to the recordings helped him to be 
more creative and less critical of himself.  Matthew said, “it allows me to take a much more 
holistic approach to analyzing what I am doing instead of following a score and marking bad 
spots I mess up.”  In the post-workshop interview, Matthew became emotional about how 
important it was for him to be able to “pull things out that [he had] pent up,” and how “it had 
given [him] ways to find the beauty in different things so that [he could] output [his] emotions 
without keeping them bottled up.”  He spoke at length about how the art responses were 
therapeutic in terms of dealing with emotions more than they were about listening to the music 
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specifically (see Appendix M4 for Matthew’s images, captions, and statements).  
 In the journal reflections, Matthew was very vocal about how frustrated he was about 
having to write reflections for a grade in his music education classes.  He seemed relieved to be 
able to write what he wanted without having to worry about grammar or typographical errors.  
This could have been why he took the liberty to use the journaling process as a personal process 
journal rather than focusing more specifically on inner dialogue as per my prompts and 
encouragement. 
 The new reflective tool, the body scan, did seem to be beneficial for Matthew.  He noted 
that when he became aware of his physical sensations he related that to his colors (witnesses), 
and that this helped him to more easily manage his interior states. He said, “I am now taking my 
performance voices and turning them into colors and letting them hue my vision as I play.”  For 
Matthew, it seems that he may have been less aware of inner dialogue, and more in touch with 
the emotions and physical sensations he had when experiencing various inner states.  However, 
he found the labels useful in terms of “controlling” or “containing” his thoughts.   
I like giving a name to each of the voices. That's something that's really struck a nerve 
with me, and I think I'm going to keep using, is just, you know, each of the voices has a 
different color now, so you know, trying to imagine those colors when I'm performing. I 
think that's something I'll be able to definitely use, and I think that will be something that 
resonates well with students, especially younger students. 
 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
 
 Matthew indicated that he needed to include improvisation in his music making for 
enjoyment and for his well being.  He said,  
I feel like a lot of what we are taught now is very self-centered. And so we're not given 
the opportunity just to play with other musicians, and given that freedom. It's always 
structured, and it's structured in such a way that we don't ever get to play.  
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Matthew did not know if he would have opportunities to improvise at his new university 
situation, and did not have a specific plan for creating opportunities to improvise.  The non-
graded space of the workshop may have been more important than improvisation to Matthew, as 
he indicated a need for non-graded activities. In terms of journaling and art response, he 
indicated that he would continue to use art response in his own practice, and that he would utilize 
both journaling and art response in his future teaching. 
 Witnesses. Matthew’s use of the three witnesses was different than the other participants.  
While he stated that the concept of the witnesses was familiar to his experience, he reported the 
awareness of colors rather than specific inner dialogue.  These colors were directly related to 
family members and other people close to him, as he described them in the post-workshop 
interview.  (see Appendix M4) 
Tawnya: You've got green, which is you, which is your flow state. You've got the 
antagonist... 
Matthew: (laughs under breath) Yeah. 
Tawnya: Okay. Over here, and you've got friends, 
Matthew: Yeah. 
Tawnya: . . . Which are your nonjudgmental witnesses? So these colors here are all 
playing in your drawing. 
Matthew: No, that was intentional. Just associating the green, you know, just being 
myself, doing what I want. The negative energy, or the antagonist being the black, and 
the orange and blue being the support. 
Tawnya: The support. I love that.  
 
When I asked Matthew to describe how the colors worked for him he described intentionally 
inviting colors into his experience to change his overall feeling. 
Matthew: Um, it's kind of like a flip on, flip off thing. But when I'm playing, or my 
negative self is in, I'm not seeing in color at all. Or I'm seeing something with a black hue. 
So black would be the color of negativity. Then the nonjudgmental, but constructive self, 
I have two colors. Orange and light blue. I think I use more orange over blue. But I do 
this funny thing where I see, I look at things like a page, because when I'm playing music, 
that's what I see, is a rectangle. So I see a page, with the black hue over it. And then I will 
pull the colors down, and I will push the black into a corner, and so the colors are, the 
blue and the orange are the predominant colors on the page. 
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Tawnya: Which is the orange, and which is the blue? 
Matthew: Oh, well, they are both the same. My favorite color is the flow, so if I know 
I've got something, and I don't have anything to worry about, but I've still got all of this 
black, but then I bring in the green, and I try and see things with the green hue, because I 
know what my favorite color looks like. So I kind of, like, try to tint my vision almost. 
But pushing the black out of the way, and sometimes I will have a fight between the 
colors, but when I can pull the green in, and push over the black, I don't know if I 
intentionally forget about doing it, but in a way I'll do it and suppress the bad 
consciousness, and... 
Tawnya: Or does it just go away? 
Matthew: It doesn't go in a way in a sense, because it can pop back up. But I push it down, 
and then I kind of can phase out of it, and then continue, you know, and then if something 
big happens it pops up again, and then I just re-imagine... 
Tawnya: ...the green.  
Matthew: Yeah. 
Tawnya: Okay. So tell me how you are feeling. Just give me a couple of words. How do 
you feel in your body when the black is there? 
Matthew: Tense. Angry. 
Tawnya: And what about the blue and orange? 
Matthew: There's loose, but sort of, I don't want to say tension, because that's wrong, 
but... 
Tawnya: Alertness? 
Matthew: Yeah, focus. More focus, alertness. Like, I can play this, but there are things I 
need to work on, so, you know, let's realize where those things are. And then the green is 
just completely loose, not a care in the world. 
Tawnya: So you feel your body is relaxed? 
Matthew: Yeah. 
 
 Being less focused upon dialogue, he seemed to be more aware of his body as it related to 
his witnesses.  This may have been because performance anxiety was causing him difficulty with 
tension so severe it had negatively affected his right shoulder.  “Pulling in a different color” or 
witness apparently gave him a greater “sense of control,” and intentionally doing body scans 
seemed to make him aware of when he moved from a non-judgmental state where he was relaxed, 
to a more self-conscious state where he experienced more tension.   
 Summary. Matthew’s story clearly demonstrates a need for expressive music making as a 
part of health and well being.  The crisis period Matthew experienced during the time of the 
workshop provides us with an example of how musicians/artists might benefit from performing 
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or creating as a means to stabilize the self.  Matthew stated at the beginning how he needed a 
non-graded outlet for expressing himself, and that the workshop helped him to realize this.  
 Lisa. 
“Nothing ever goes wrong as long as you take a new  
or renewed knowledge from the experience.” 
 
 Lisa’s story is somewhat different than the other participants, as she did not seem to have 
overly negative self-talk during improvisations.  While she did indicate that she was tentative to 
take risks from time to time, most of her negative self-talk and performance anxiety seemed to 
occur in her music education classes, juries, auditions, and performances.  Lisa seemed to enjoy 
the freedom and hospitality of free improvisation and made several comments about how 
frustrated she was that it was hard to apply what she was learning and experiencing in the 
workshops to her everyday experiences in rehearsals, lessons, and in the practice room. 
 Workshop 1: Unique. 
 
 I really like the idea of finding someone in a group and making a connection with 
them. It is cool to make a bond with someone in a group even if you don’t know them. 
That being said, I like that idea, but sometimes my actions don’t reflect that, I couldn’t 
tell you why either, but that’s the truth. I felt like I went to something more familiar- the 
kids’ djembe. I love to drum even though I am a cellist. That is just a music form that I 
haven’t studied a whole lot, but have a decent understanding of and most definitely a 
curiosity about because of its roots. I like to learn about different kinds of music and 
discover different meanings of music in different cultures. I think that this experience was 
fun, but maybe I could have tried to branch out and connect with someone I don’t know 
yet. I had fun though. Just think, what would happen if we did this without instruments? 
That would be so cool, body percussion and people singing and man that would be fun, 
challenging for some, probably for me too, but challenges are good.  
 I think that my improvisation comes from finding things that I already know and 
drawing from that and making it fit. Sometimes it doesn’t fit but you never know unless 
you try right? For me sometimes I got the feeling of maybe what I am doing is not right, 
but then I just thought that it improv there is no right or wrong, there is just fun. 
Sometimes I have to remind myself of things like that. If I relate this to cello I just think 
about who I am playing for. If I am trying to please anyone else, then I tend to loose my 
comfort in playing. That isn’t why I am studying music… I just want to play and teach 
others to love and understand music despite the amount of ‘natural talent’ they have or 
don’t have. It’s never too late to learn to love… 
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 It is clear that Lisa’s focus was different than the other participants in her first journal 
entry.  While others were focused upon specific events that occurred in the workshop, Lisa only 
mentioned one, how it was easier for her to play the djembe because she loved drumming.   This 
one event was then used as a springboard for the articulation of her value of learning music from 
other cultures, and included ideas about possible future steps we could take in improvisations.  
This may show that she was more comfortable with the sound exploration exercises than the 
other participants, and was integrating the workshop content with her prior improvisation 
experiences.  Also, at the end of her entry, she clearly articulated her philosophy about music 
study, and made a bold statement about engaging in music for the love of it. 
 Workshop 2: Application? At the beginning of workshop two, Lisa commented that she 
had difficulty applying what she had gained from the last workshop in her daily routine.   Lisa 
again focused on general rather than specific instances within the workshop.  The journal seemed 
to be a place for her to integrate the material with her other music learning experiences. 
 Well today was fun to just think of how many opportunities you have to expose 
yourself as a human being, speak or express your mind without being contained.  It 
makes me think about what contains my inner self, and why do I hide it? Hell if I know… 
it just happens. Maybe that’s a little bit of Frederick (self-conscious witness) coming out. 
Holding me back asking me if I really want to make that sound, say that comment, do 
that thing, wear that shirt, who knows? It’s like trying something new, and completely 
different when you have one train of thought going that is wonderful and uncharted and 
so pure until the moment the reigns are pulled back. Confidence is given within 
limitations.  
 Perhaps we are so used to having guidelines and limitations that we are always 
looking for the right answer. In order for there to be a right answer there has to be a 
wrong answer. If you put yourself into an environment where there are no wrong answers 
though… words can’t explain. You can just be you! No one else no need to hide no need 
to be angry, just be. I am totally thinking that this environment is more of a state of mind 
though. If you have the ability to ignore pressures or see positive in everything and live 
for life and experiences then there really is no reason to let little Frederick in. It’s like 
imagining you aren’t playing, it’s just happening.  
 This weekend I went to see the [a professional musician] play the Schumann cello 
concerto with the [local orchestra] and afterwards a few of us went back and talked to her. 
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The thing she said that struck me the most was that when she performs, she looses herself, 
not in the accompaniment, not in a story, but the music is all that is there. Wow. That’s 
freedom. Learning about freeing myself from the world around me while I am doing 
things is a challenge. Especially when I sight read or write things. I am dysgraphic, 
challenges I have go back to that. But I never want to blame that because it’s a challenge 
that I work to embrace. 
 
 The workshop seemed to be causing Lisa to ask herself why she allowed negative inner 
voices or feelings to keep her from expressing herself more fully.  Her questioning of the 
dualistic paradigm of right and wrong answers opened her to the idea that she could create an 
interior world of non-judgment where she could enjoy a greater freedom from internal and 
external judgment.  Her last comments about being dysgraphic may point to the origins of some 
of her self-conscious or judgmental thoughts.  In learning that she had atypical abilities, she may 
have internalized external feedback around being told she had “wrong answers.” 
 Workshop 3: Good. Lisa only attended the last few minutes of workshop three because 
her rehearsal for a musical she was performing with ran over several hours.  This rehearsal, 
scheduled at the last minute, was added during the time our group had originally planned to meet.  
Since all of the group members were able to meet two hours later, we changed the time so she 
could attend.  Even with this change the rehearsal ran an hour and a half longer than expected, so 
Lisa was only able to join us during the listening/art response portion of the experience.   
 She took the opportunity to make art and enjoy the familiar group setting as a way to 
unwind from the stressful rehearsal.  She made a drawing as a reflection upon her rehearsal 
experience.  When I asked the participants to give a word to describe their experience of the 
workshop, Lisa offered the word good.  She said that she felt good when she walked through the 
door into the room where the workshop was in progress. 
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Figure 5.7. Lisa: “This is the light at the end of the tunnel. The tunnel was the rehearsal I had 
before.” 
 
 Workshop 4:  Refreshing. In the final workshop, Lisa seemed to have a positive 
experience playing with her primary instrument.  She seemed most pleased with moments of 
successful dialogue with other members in the group. 
 Improvisation 1: Out of my normal routine. 
 
That was so fun! I felt a little timid at first because I didn’t know what the rest of the 
group was going to do, but then I just went. I couldn’t hear myself a lot of the time so I 
just played stuff and had fun. I did notice that I did more things with different sounds that 
I can get out of a cello versus melodic improvisation but it worked. There were times 
where I had a dialogue with Tawnya and Kari, which was really cool. I felt like, for the 
most part everyone went into their own zones. I think that I like doing more melodic 
improv though, after I finish doing that kind of stuff, I feel really happy and encouraged 
about the day. This experience was different. I don’t feel bad or good nervous or not 
nervous, but just the same, but ready for some more. That was fun time for more. Like 
after an adventure! 
 
 Improvisation 2: Progress. The second improvisation provided Lisa with an opportunity 
to step out and lead the group in a new direction musically.  Although she described being a little 
nervous at first, she seemed pleased with the result.   At the end of the workshop, she offered that 
she thought that the group had made progress in terms of their ability to listen and respond to one 
another. She noted several times when the group seemed to “mesh together” and create 
interesting and positive musical outcomes. 
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That round felt more loose and less dark and all around more happy. I definitely have a 
more positive vibe from this experience than the first. There was a dialogue between so 
many people that just created a really nice flow and was in that state for a lot of this 
exercise. There was one point where I decided to switch it up entirely, and maybe my 
desire to change switched up what everyone else wanted to do or maybe everyone felt the 
same way. I just went and started chopping a rhythm, to see if anyone wanted to go with 
me. That was fun. I think when we listen to the recording that maybe it will seem like a 
short touch of something new. I don’t know, but for me going against the style that was 
already going was a challenge, it brought back a character that asked ‘do you want to 
break this cool vibe?’ but it didn’t bother me too much so I just went with it. 
 
 Lisa’s workshop overview. Because Lisa had previous experiences with free 
improvisation, the workshop experience may have provided her with different benefits and 
challenges than the other participants.  Being more experienced, her attention seemed to be more 
focused upon integrating and applying what she was learning to her own practice.  Although she 
did not complain, Lisa may have found the workshop to be a bit lacking in terms of applying 
improvisation and expressive arts principles to her musical practice as I chose activities that were 
appropriate for the other members of the group who had less experience. 
 
 To what extent did engagement in free musical improvisation contribute  to the creation 
 of self-knowledge for each participant?  
  
 Lisa offered that the most important thing she learned from doing free improvisation was 
that it was “a really freeing experience and a great way to creatively express [her] emotions.”  
This statement may indicate that free improvisation was useful to Lisa in terms of providing a 
space for internal music making.  It was likely also useful for participatory music making, as 
Lisa stated that she thought that “this whole experience [had] been really great for creativity and 
group creativity.” 
 Unlike some of the other participants, she noted that she had also learned that she was 
more comfortable with free improvisation on her primary instrument than on other instruments 
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or voice.  It could be that her previous experience with fiddling and drumming had given her 
more confidence with non-notated music in general, or it is also possible that she was less 
concerned with finding “the right answer” or making music that sounded good at all times.  Her 
previous experience with improvisation may have already prepared her for the ebb and flow of 
free improvisations where there was not an expectation that every moment was musically 
coherent.  In any case, Lisa never mentioned having any frustration with her ability to play what 
she imagined in her mind, or her ability to respond to others communicatively. 
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 
 Another thing unique about Lisa was that she was more comfortable with processing her 
experience with her body, and chose to move or dance to the improvisation in the second 
workshop rather than to always engage in visual art response.  An ice skater, Lisa shared that she 
had enjoyed expressing herself in the past doing “interpretive skating” where she could “let the 
week out, creatively.”  In the post-workshop interview, she expressed how important it was for 
her to process difficult emotions and stress on the ice or in some other type of physical activity. 
 While Lisa also found visual art response helpful, she was somewhat critical of her 
ability to represent the images she wanted to express visually (see Appendix M5 for Lisa’s 
images, captions, and statements). Even so, Lisa indicated that she planned to use art response as 
a “tool for preparation” rather than a “post-performance evaluation.” She said this was because, 
“If I were to just listen, I would think like critically. But if I was doing something like art, 
or like some kind of music, or like sitting down and stretching when you are listening to 
things, it gets you thinking [about the positive musical moments].” 
 
 The use of journaling was less helpful for Lisa even though she seemed to appreciate that 
she had more freedom in her journals during the workshops than in her music education classes.  
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This could have been because of her dysgraphia, or because in her classes she felt that the 
journals were excessive and less about reflecting than formatting and grammar. In either case, it 
seemed that she had a negative association with reflective writing than with other nonverbal 
means to process and express her experiences. Unfortunately, Lisa missed most of the body scan 
exercises that were introduced in workshop three. It is possible that they would have been helpful 
to her, or that she may have been already more aware of her felt experiences as she was the most 
comfortable with expressing herself via movement or skating. 
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
 
 As was stated above, Lisa was open to including free improvisation and art response in 
her practice as a musician and music teacher.  She spoke about how she wanted to include 
“creative time” in her practice routine, but that it was difficult to “find the opportunity” to do so.   
She was excited about her “newfound confidence in personal creativity,” but was frustrated that 
it was so difficult to apply it to the “music that’s on the page.”  While she didn’t explicitly state it, 
her comments suggest that she was making the realization that interpreting printed notation 
within the acceptable range of possible interpretations posed more limits to her personal 
creativity and expression than free improvisation.    
 Witnesses. 
 
I don't think there was ever a time that I was having the worst of the [four witnesses], and 
I don't recall [having] the one that says “stop, don't do this.” I would have questioning, 
like, "eh, eh," or... um, but I never was at a point where I was like, okay, just put down 
and be done. 
 
 It is possible that Lisa was more motivated to sign up for the workshop because she 
wanted to explore free improvisation than because she experienced anxiety doing so.  In the 
quote above, she admitted that she did not remember the self-conscious witness during the 
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workshop improvisations. She did find that classifying the witnesses was a “new way to analyze 
[her] thoughts,” and that this was most helpful for her in other environments where she was more 
likely to experience the self-conscious witness such as in studio class or listening to recordings 
she made of her singing for her elementary general music class.   
 While Lisa reported that she typically experienced the non-judgmental witness, she 
explained that she sometimes had difficulty entering and maintaining a flow state in the 
workshops: 
I think sometimes I got distracted, and was like, okay, well... I know that a lot of times I 
have trouble with just sitting there and ignoring that everyone else is around me, and I 
feel like that would help create flow. Like just going at it, and ignoring that there's 
anyone else there. And I don't know if I feel like the people around me are judging me, or 
they are, I don't know. But I feel like sometimes when there's a lot of people, then my 
flow doesn't always get there, or it weaves in and out, and comes and goes. 
 
She found that this was especially the case when she was around people she knew well who in 
the past were “willing to say things” that were critical.   Around people she did not have a 
negative history, she did not automatically project critical thoughts.   
 Unlike the other participants, Lisa seemed less inclined toward negative or self-conscious 
inner dialogue.  She seemed more aware that she was in control of her thoughts and that she was 
“the one who creates the environment of [her] mind.”  In the post-workshop interview, she 
shared how she typically caught herself when her self-conscious witness made negative or 
harshly critical comments, and that she was usually capable of preventing a negative downward 
spiral in her thinking.  When I asked her how she learned to do this she explained how her sister 
and her Gold Award advisor in Girl Scouts had modeled this for her.  She shared how she tried to 
model this sort of philosophy with her peers in the music program, but that they did not always 
understand where she was coming from. 
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 Kari. 
 
Kari: Several years ago I was diagnosed with social anxiety, which has kind of kept me 
away from a lot of people, in fact it kept me out of music for a lot of years. And I think 
music has really brought me out of that, but it's still tough for me. 
Tawnya: So how are you doing with anxiety since you've been here [at the university], 
compared to in your past? Is it the same, better, how would you describe it? 
Kari: It is getting better. At the beginning, I almost passed out on stage because it was 
just so bad. And then as I keep doing it, it gets better. So I still have those, like, “right 
before I go out there” jitters, but I'm not passing out. So that's good. 
Tawnya: So what have you done to make improvements? Just by doing it more, or do you 
have any certain strategies? 
Kari: I think just by doing it more is what has helped me. And I did color guard, so that's 
a lot more “out there” than playing, so that's really been big for me. 
Tawnya: Have there been moments when anxiety has kept you from participating in 
anything? 
Kari: Since I've been at [the music school] it has done a lot to keep me out of the 
percussion studio, because I don't know those people. So when I go in there to practice, I 
automatically assume that they are thinking that I can't play, because, you know, when 
you practice you mess up a lot. Which I know isn't right, but that's one of the main things 
that it's done for me. And I've not tried out for any ensembles and I've missed a lot of 
professional meetings and stuff, so it's been hard. 
Tawnya: So would you say that it gets in the way of your own getting better or your 
development a little bit? 
Kari: It does. 
Tawnya: So that has been a problem this year a bit? 
Kari: Mmmm hmmm. 
Tawnya: Have you talked to your studio professor about that, to work it out, or is this 
something you're trying to do on your own? 
Kari: I've been trying mostly to handle it on my own. And this is actually why I began 
taking medication. So I'm trying to work on it, but if it gets to be too problematic then I 
do have to go to my teacher about it. 
 
 Kari was a first-year student, and the workshop series occurred during her second 
semester at the university.  Perhaps because she was already aware of and had been working to 
overcome anxiety, Kari experienced a profound change from the beginning to the end of the 
workshop series.  Before the workshop anxiety was interfering with her participation in her 
lessons and classes.  By the end of the workshop, she had overcome her fear to practice in the 
percussion practice rooms, had told her teacher about her condition, and had expressed interest in 
composing her own music, something she had stopped doing since she came to the university.  
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While it is likely that these improvements were made because of a number of causes, Kari says 
this about the workshop series: 
I learned how to not fear and to not be as hard on myself.  My parents have always told 
me that I am my harshest critic, but now I realize that it’s that negative [self-conscious] 
witness that is my harshest critic.  I now feel I have the power to go beyond the thoughts 
that make me feel terrible in the practice room, on stage, [and] in my lessons.  I’ve 
learned how to let go of my mistakes so that I can make progress. 
 
 Workshop 1:  Relaxing.  
 
“It's completely stress-free, unlike the rest of this whole experience that we are all here 
for [music school].” (Everyone laughs). 
 
 Kari made the statement above in the group discussion at the end of the first workshop.  
In noting the contrast between the sound exploration exercises we did in the workshop and her 
usual music making, Kari also noticed that free improvisation was a type of musical conversation 
that required her to listen and interact differently: 
 At the beginning, I was a little wary of trying new things.  I haven’t often tried to 
make music out of non-musical objects, and when I have it’s on a milkshake cup at 
Denny’s and earns me dirty looks from the old people eating at the table beside us :P 
 I couldn’t find a lot to do with my particular items, which were a plastic bat, an E 
pitched Boomwhacker, and, for a little while, a plastic ball.  I was kind of watching 
others and copied what they were doing and then began to branch out to my own ideas.  I 
tended to stay simple for most of the time and not use terribly complex rhythms. 
 Even when we were allowed to get actual instruments, I couldn’t get myself to go 
and get one for some reason.  Probably anxiety- haha.  Maybe I could have gotten more 
out of this if I had a drum, which would probably be more interesting than a plastic bat.  
Eh, Oh well. Later I will be more likely to explore around the room as I get more 
comfortable with these people and situations.   
 I think that it started to get more interesting when we were more together and 
organized, like when we were in a circle on the floor.  I liked that we had to pick 
something that would fit into the group, because when it was all free-form, our pulse got 
drowned out and it was difficult to do anything confidently when I didn’t know who to 
follow. 
 I thought that the part where we were supposed to pick someone and have a little 
conversation with them was neat, but difficult.  You had to make something new up on 
the spot kind of like a drum-off.  I’ve only done flag spin-offs, so this was mostly a new 
idea :P And it was difficult to create a conversation with someone when you didn’t know 
what they were going to do, or if you started working with their beat, they would change 
it.  You had to keep your ears open to see what the person was going to do next, which 
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upped the anxiety levels [as opposed to them picking a rhythm and sticking to it for a 
while]. 
 I really hope I can figure out how to interact with others more while doing this 
because that dialogue is what will make this music.  And once I figure out how to interact 
in this setting, it won’t be a problem to interact with my fellow players in an ensemble 
setting, where the music is written out for us.  I think that it is important to be able to talk 
to each other and convey emotion through music.  I think there was an aim to this today, 
but I’m not sure we reached that point.  Once we become more comfortable with each 
other, I think it will be easier to actually create with these sounds.  Today was mostly 
exploratory.  I really liked the exploratory nature of this exercise because it’s something I 
don’t do often.  One might expect me, as a percussionist, to be able to make music out of 
any object, because percussion is just the hitting of things, right? Maybe I’ll be able to 
have more fun with playing with everyday objects as instruments. 
 
 In her first journal, Kari seemed to be more curious than anxious, with the exception of 
the times she interacted with others in musical conversation.  Even so, she appeared to be 
optimistic that when she got to know the others in the group she would feel less anxious.  This is 
consistent with this comment she made in the pre-workshop interview: 
The people I know well, they have heard me mess up. They have heard me play really 
bad. So they know when I'm playing really good. The people that I don't know, when I'm 
messing up, then they just think I'm bad. They automatically assume that I can't play well 
when I mess up. 
 
It is clear that she assumed that unfamiliar others would judge her if she made an error or sound 
bad, and that people she knew would be forgiving since they knew she was capable of playing 
well. 
 The first workshop was “fun” for Kari, who said that it was much “different than the 
week activities.”  While she implied that the workshop was more enjoyable than the music 
making she did in her classes and ensembles, she made an interesting connection between free 
improvisation and large ensemble playing. She realized that learning to listen more carefully in 
musical conversation would help her to interact more effectively with others in an ensemble, and 
it would help them to “convey emotion” better through music.  These comments suggest that she 
may have seen the value of free improvisation as early as the first workshop.  
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 Workshop 2: Calming. The second workshop came at the end of a “rough week” for Kari.  
The “creative” activity may have provided her with an outlet for internal expression.  In her 
journal she used her creativity to name her witnesses and describe her experiences: 
The Judgy One:  Jerkface (self-conscious witness)  
The Constructive One:  Nifty (non-judgmental witness) 
The Feel-Good One:  Dr. Hellzyeah (H.) the Awesome (creator witness) 
  
 Once upon a time Jerkface, Nifty, and Dr. H (the awesome) decided to have a 
little powwow and do some crazy musical activities.  In the beginning, they made sounds 
with art supplies.  Jerkface didn’t like this very much. He seemed to think that there were 
very few sounds that could be produced and that everyone else at the powwow had better 
creations then his could ever be.  All the good sounds were taken!  After a while, Nifty 
tried to console Jerkface by listening to other people’s rhythms and matching them at first 
and slowly morphing them into something new.  Dr. H. was still off roasting 
marshmallows somewhere. 
 Then, they decided to run around the room and make percussive noises using their 
body.  Jerkface tried to pull a similar move with this, thinking all the good sounds were 
taken and stuff like that.  Nifty and Dr. H sat out this time.   
 They all joined in a circle to make a “sculpture” using a sound and dance move.  
Jerkface again tried to have his way, but Nifty knew just what to do! “Take something 
you have used for something before then turn it into something new,” so Nifty decided to 
use the senior year color guard salute:  The Plume Dance.”  Dr. H tapped Nifty on the 
shoulder and decided to create alongside him.  Great things were achieved and Jerkface 
began to think about leaving the powwow. 
 Dr. H the Awesome took control of the powwow when they all grouped into a 
circle for a tonal exercise, where everyone closed their eyes and sang a pitch.  Jerkface 
had little say in this activity after the first thirty seconds or so, because Nifty could hear 
the sounds others were making and decided what would sound well with them.  Dr. H 
soon took over even Nifty’s position, to where my voice was no longer my own.  I was 
able to create without Jerkface telling me I cannot sing, or without Nifty trying to tell me 
that my pitch was flat or not in the chord.  Dr. H taught that these things don’t really 
matter, and that the creation of music is not within oneself.  It is a lack of self that creates 
beautiful things. 
 This whole process has really made me want to write music.  I haven’t done any 
composing since I started at [this university], nor have I wanted to because there is that 
part of me that tries to say that I don’t know enough about music in order to create 
something beautiful.  But someone who thinks music is a perfectly, properly voiced 
chord progression with a few appropriate non-chord tones, perhaps doesn’t know what 
music is at all.  In the last exercise, with the story of a boy and a girl, the game became 
much more of an experience.  I’m not entirely sure why, but adding in the recitation to 
the rhythms and tones created a piece of music.  Not necessarily perfect, but should 
music be so? 
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 Kari experienced the self-conscious and non-judgmental witness during the warm-ups 
and early improvisations, but a flow experience during the vocal toning improvisation had a 
profound impact upon her experience.  This was made clear by the sudden change of voice in her 
journal when she wrote “to where my voice was no longer my own.”  From this point forward 
she wrote about an ego-less state where she experienced a “lack of self” or being able to create 
without the interference of inner voices.  This experience was profound enough for Kari to 
reconnect with her inner desire to write her own music, and for her to argue with the internalized 
voices she had collected from her music theory instructors.  These voices seem to have served as 
a projection that had intimidated her to the point that she had stopped composing at the 
university even though this was something she had done prior to attending the university. 
 In the post-workshop interview I asked her to clarify the following comments from her 
journal. 
Kari: Dr. H. taught that these things don't really matter, that the creation of music is not 
within oneself; it is the lack of self that creates beautiful things."  
Tawnya:  So when you say lack of self, do you mean lack of the critical self? Or do you 
mean a letting go of self and allowing it to become one with stuff outside of the self? 
Kari: I'm trying to remember. I think it is more like lack of the critical, and lack of, like 
the set in stone rules, and like, I don't know how to put this. Like, what society has 
deemed as music is not... 
Tawnya: Mmmm hmmmm. 
Kari: I think that's what I'm trying to say. 
Tawnya: So allowing music to be music without people or ideas about what music is 
being imposed upon it? 
Kari: Right. (Speaks with gentle tone) Yes. Yes. 
 
In this flow experience, Kari’s creator witness “taught” her that she had music inside of her that 
wants to flow out without the limitations imposed by external expectations or her own 
internalized representations of them. 
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 Workshop 3:  Really inspiring. Unlike many of the other participants, improvising on her 
primary instrument was a positive experience for Kari.  She said this at the end of the third 
workshop: 
Like, it's leaving me feeling happy and good about myself on my instrument, and now I 
want to go practice for another two hours (laughter) on those solos I don't like. Or I just 
want to, like play around on the vibraphone and see what I come up with. And I think it 
just, it really left me with that creation idea. 
 
 In her journal Kari continued to describe her experiences using her own names for her 
witnesses: 
 I think that every time we meet, I feel more comfortable creating music 
spontaneously.  I see “Jerkface” much, much less often than when we first began the 
workshop.  Even in everyday life I’ve noticed that.  My biggest negativity is that I clench 
my jaw (to the point my dentist wants me to get a mouth guard haha) and I noticed that I 
didn’t have any of this in the session today. 
 Today was just all sorts of “Dr. H the Awesome.”  I didn’t think twice when I 
tried to add to the conversation.  If it was wrong, “Nifty” let me know and “Dr. H. fixed it.  
I thought it was interesting how, during the body scan, when we were envisioning our 
characters, my creator took the form of Buddha.  And when were to imagine one of them 
telling the negative witness to calm down, this Buddha started rambling out these wise 
sounding quotes that really relaxed even me, though I didn’t actually know what they 
meant.  I think relaxing after hearing so much negativity from yourself is what will bring 
you back to a normal state, and maybe my brain is trying to tell me that I should meditate 
for a few minutes when my negativity gets out of hand. 
I really enjoyed having the hand percussion instruments out.  I think that I’ve 
always been a little too nervous to go and grab something or to switch when I got tired of 
what I had.  I think I finally figured out how to just let go and create music.  I also really 
liked having the vibraphone to play with.  I felt more comfortable improvising with that 
than I have with anything else that we’ve used.  I was a little worried about improvising 
with tonal instruments today, because “What if I can’t find notes that fit?” and “What if 
we aren’t put in a specific key?”  But once it was related to the vocal improvisation that 
we did in the last workshop, these fears lessened.  I definitely saw more of the 
constructive (non-judgmental) witness in the beginnings of this, because I was 
rationalizing my worry of not being able to find something that sounded good.  But 
especially in the last session, I was able to let go and “Dr. H” took over for me.  I was 
able to create a melody that actually sounded pretty all right with the group.    
 
 In this third journal, Kari wrote about gaining confidence, experiencing less tension in 
her body when she was playing, and enjoying parts of the workshop.  It seems that the most 
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anxiety-producing moment for her was when the group transitioned to primary instruments; 
however she reported that this anxiety passed quickly.  During the body scan and guided imagery 
exercise, when she described how her creator witness turned into Buddha and started to speak 
unintelligible, “relaxing,” and “wise sounding quotes,” Kari may have received a message from 
her unconscious mind or higher self.  She appears to have integrated the experience successfully 
as she interpreted the experience to mean she should relax or “meditate a few minutes” when her 
“negativity gets out of hand.” 
 Workshop 4:  I feel awesome. That is all. Workshop four was held at the end of the day 
on a Friday towards the end of the semester.  The participants were noticeably weary and 
somewhat frustrated.  The first improvisation provided a release for these tensions, and this was 
apparent in the way the improvisation unfolded and in how it sounded. 
 Improvisation 1:  Really creeped out. 
 
When we do a soundscape type thing, I realized that I kind of go off into my own world 
rather than listening.  And even when I am listening its difficult to do something that fits 
with others.  I think right now I’m more in the negative with my witnesses.  I didn’t really 
feel relaxed with that session because I felt there was nothing I could create or work with.  
I hit some stuff, and that’s about it.  Part of me is just longing for more creation though.  
Even though I didn’t fit with the group, I did find a few effects that I enjoy on the vibes.  
I think I work better with some guidelines to time, when it comes to finding my “Dr. H 
the Awesome” witness. 
 
 In this improvisation, Kari realized that she had an easier time improvising when there 
was a consistent beat or rhythm pattern for her to create with.  In the next improvisation, she 
noticed that it was easier to interact with the group.  This may be because those who could move 
while playing approached those who were fixed in location in order to connect in conversation, 
or it could have also been because all of the members of the group seemed to be more present 
after the purging of tension that occurred during the first improvisation. 
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 Improvisation 2:  Changing.  
 
 I felt a lot better during this one.  It was much easier to play off of each other and 
I was able to find my creator witness for a while.  I was a bit nervous at first but that went 
away at about the time when the movable instruments came closer and we started to 
interact.  Sometimes it was difficult to hear the particular parts that I wanted to hear, but 
it sounded good anyway.  I thought it was really interesting toward the end where we 
began to all come together after our individual conversations and we began to play in 
ways that weren’t traditional, like tapping on the horns and using the sticks of the mallets.  
And it really made me want to dance. 
 It kind of reminded me of like a flea market (there’s one in the book I’m reading 
haha) where we all are one group of merchants and customers, and we have our 
individual conversations, where we’re bargaining and haggling, and eventually we all 
came back together.  Well really it just reminds me of the Afghan part of the flea market 
in The Kite Runner, where all the merchants act like family.  So maybe I’m trying to 
relate this to like a family party… hmm.. Either way, I really was able to get to my 
creator witness with this round, and I eagerly await the next! 
 
 At the end of the workshop in small group discussion, Kari shared the word changing to 
describe her overall experience of the workshops.   
And I say that meaning a lot of different things. It really changed my view on how to 
look at playing music in a situation like this, as well as in practicing and playing music I 
have to play. I don't really fear things anymore, if that makes sense. But like, I don't look 
at something and like, "ehh, it's too hard." Now I'm just like, "I could probably make that 
up." (Laughter) 
 
 Kari’s workshop overview. In the final journal I asked the participant to answer some 
specific questions related to the research questions.  The following was Kari’s response to the 
question: 
How useful was this workshop in terms of improving your understanding of free 
improvisation?   
 
This workshop was incredibly revealing of this idea.  I had a really cool moment a couple 
weeks ago.  My boyfriend and I were waiting for a drink from Wendy’s (which was 
taking exceptionally long due to incompetent workers) and I started tapping on the lid of 
his drink.  Then he joined in and then other people from the winter percussion group 
(who we went to Wendy’s with) also started to join in.  The other patrons found it quite 
obnoxious, but I was extremely happy about it. 
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Her story seems to imply that she felt a lot more comfortable making music in the moment with 
her peers in a situation where others might be judgmental or annoyed.  It may be that she was 
“happy” about a newfound confidence in her ability to express herself when others might 
disapprove. 
 To what extent did engagement in free musical improvisation contribute to the 
 creation of self-knowledge for each participant? 
 
 Unlike several of the other participants, Kari seemed to find making music in the moment 
easier than playing notated music.  It is possible that she was most comfortable with creating 
music in this way because she had experience making up her own music at the piano and was 
more comfortable with experimentation. 
Kari: Um, well, it's like, towards the beginning I was more nervous about the free improv 
than I would be playing like an actual piece of music. But as it went, the free improv is a 
lot, it is free! (Laughs). And it's a lot more relaxing. And now I want to do that more than 
like playing music, because you have, you have to be so exact with this, but with the 
improv you can kind of do whatever. 
Tawnya: Be more creative in the moment? 
Kari: Yeah. 
Tawnya: And you've even talked about wanting to do composition. Right?  
Kari: Mmm hmmmm. 
Tawnya: So using improv is a way to come up with ideas, and then kind of capture them 
and make that into a composition even? 
Kari: Mmmm hmmmm. 
Tawnya: And that's something you did before you were at [the university]? 
Kari: Yeah. 
Tawnya: You did? So did you write things down, or did you just record them and learn 
them and be able to play them, or...? 
Kari: Um, well, I had a piano at my house. So I kind of just played around on it. And I 
would make up, I think I made up like five different pieces, and only two of them got 
written down. Which is pretty sad, because now I don't know the others. But (laughs). So 
I would make them, and then I would remember them, and then some of them got written 
down, and some of them got recorded. 
Tawnya: So you captured them, some by writing them down, some by just making a 
recording of them? 
Kari: Yeah. Yes. And some just don't exist anymore. 
 
 Although Kari may have been more comfortable with experimentation on her own, 
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experimenting with others did prove to be more challenging at times.  She commented several 
times that she preferred the improvisations that had a clear structure, or had longer sections with 
a steady beat or rhythm to work with.  She also found that at times that were more chaotic, it was 
difficult to decide whom to converse with.   She said, “Do I listen to this person, or do I listen to 
this person? Because if I listen to both of them, it doesn't work.”   
 Kari believed that engaging in free improvisation had helped her to listen differently than 
she had in the past.   She spoke here about how listening holistically helped her to make 
entrances as a percussionist with intermittent parts on various instruments: 
Kari: Oh yeah. Like, I think it's a lot easier for me. If when I have these really spread out 
parts, I can actually figure out what I'm supposed to come in, because I can listen that 
closely, and be like, oh, triangle here. 
Tawnya: Right. So you are listening to the whole piece now, and you are listening to the 
bigger picture? 
Kari: Right. I'm actually paying attention to the winds now, rather than waiting for the 
other people who play the same thing on a sheet of music. Because a lot of the times, they 
are wrong. (Laughs) 
Tawnya: Right. But if you are listening to the whole thing, and knowing when you come 
in... 
Kari: Right. 
 
 To what extent did art response and art-based reflective research promote self-
 referential awareness for each participant? 
 
I don’t think I’m going to do more drawing, but I’m most definitely going to find the 
stories, pictures, and colors in music while listening to it.  Somehow one of my solos got 
compared to colors in a recent lesson and that has helped me significantly in making the 
piece musical. 
 
Although Kari did not plan on doing an art response while listening to recordings of her playing, 
she did find that she experienced the emotional or expressive qualities when doing so (see 
Appendix M6 for Kari’s images, captions, and statements).  
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I think whenever we are journaling it's more what was happening inside of us while we 
were doing it. And then whenever we are doing the art it's like what was happening and 
what we are hearing. 
 
Kari reported that she liked journaling better than art response because she already “thinks in 
pictures” and it was a way for her to “translate into words” what she was feeling to make sense 
of her experience.  Journaling was also more helpful for her than the body scanning techniques.  
While the techniques did help her to know that she needed to relax or ease tension, she did not 
connect her physical sensations with her inner witnesses.  She said that writing was the only 
thing that helped her to make sense of what she was feeling and make it “obvious.”  
 To what extent did participants find free improvisation, art-response, and art-based 
 reflective research helpful in their own practice as  musicians? 
 
 Free improvisation had been very helpful for Kari and she reported that she was 
attempting to integrate it into her practice.   In the following quote she explained how she 
thought free improvisation would help other musicians in the music program: 
I think just getting with other musicians and playing is going to break that wall down. 
Like without having music in front of you, and being like, "ok, you need to do this 
because it sounds bad," or something like that. You know, you just, you get together and 
you play. Like, I had this really interesting moment last time when I went home. I was in 
the band room, and it was me and my boyfriend, and I was like, "hey, play with me." And 
I uncovered a marimba and handed him mallets, and he was like, "No. I don't know what 
to do." And I was like, "you just hit stuff." (Laughter). And, like, he couldn't figure that 
out. And I think that a lot of people are like that, because they've never had this kind of 
experience. And it's very unfortunate. Because I really wanted to play. And he was like, 
"I'm just gonna do lesson stuff." But... 
 
Kari was already attempting to share what she had learned with her boyfriend and also realized 
she would apply what she had learned about witnesses to her future teaching after an experience 
she had with one of her flag corps students. 
Kari: I actually had this moment yesterday where I was teaching a girl flag work, and she 
did a few counts and I stopped her, and I asked her what she saw that happened, and she 
was like, well, I didn't do this, and I didn't get that, and I wanted to tell her, don't put it 
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that way. Because that's being hard on yourself. You need to be like, this could've been 
this way, instead of I did it this way. 
Tawnya: Mmmm hmmmm. So she was making herself wrong, rather than noticing what 
actions she could have done differently? 
Kari: Right. 
 
 While body scanning and art response were less useful for Kari, free improvisation, 
journaling and managing her witnesses were aspects of the workshop she stated she was more 
likely to make a part of her practice as a musician and future teacher. 
 Witnesses. 
 
Tawnya:  Did you learn approaches to better manage inner talk as it relates to 
performance anxiety? 
Kari:  I did! I know that I can tell my Jerkface witness to shut up! And I’ve been able to 
utilize it too!  
 
 Managing inner dialogue seemed to be something Kari was happy to have learned, and it 
seemed to have provided her with a sense of confidence or self-control that extended to her 
individual practice. 
Kari: Um, I use like the different people (witnesses) in my practicing. Because sometimes 
I will go into the practice room and I will start practicing, and then I’ll mess up, and it 
just goes downhill, and I’m just like, screw it. I’m going to go to sleep or something. And 
then once I switched to the more, the middle guy (non-judgmental witness), I was able to 
kind of shut off the “you messed up already” and like fix it. And it has been really helpful. 
Like, I’ve gotten all lot of work done since we have talked about that. 
Tawnya: Wonderful. How about flow experiences? Since you were in that middle zone, 
have you found that it is easier to go into flow sometimes, or...? 
Kari: Um, it’s easier to get into it; it I still don’t get there a lot. Like just with my 
practicing and stuff, because I don’t know. I don’t know how to explain that. I had a 
really good lesson that one time. 
Tawnya: Yeah? 
Kari: Um, yeah. That’s probably actually the only time I’ve ever been in flow outside of 
the workshop. 
 
In the post-workshop interview she shared that learning how to manager her witnesses would 
also be helpful in terms of managing social anxiety. 
Tawnya: Do you think that there is anything that we did during the workshop that might 
be helpful in terms of managing social anxiety? 
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Kari: Mmmm, I think the voices (witnesses) definitely will help me with that. Because it 
kind of lets me think…… like I’ve kind of been able to associate other people with that 
negative voice, and like what I think they are thinking. 
Tawnya: Projecting? 
Kari: Right. 
Tawnya: Right. You are thinking, I know they’re thinking this…… right? 
Kari: Exactly. And I can kind of turn them into that negative voice, and then I [also] have 
these other voices, and then like I can intervene, and it’s great. 
Tawnya: So you think that will be helpful? 
Kari: Mmmm hmmm. 
 
 In workshop three. during the guided imagery exercise, Kari experienced a breakthrough 
moment when she realized that she had the power within herself to control her thoughts.  In the 
post-workshop interview I asked her to clarify: 
Tawnya: You wrote "I've learned how not to fear and not to be so hard on myself. My 
parents have always told me that I am my harshest critic, but now I realize that it's the 
negative witness that is my harshest critic. I now feel I have the power to go beyond the 
thoughts that make me feel terrible in the practice room, on the stage, and in my lessons. 
I've learned how to let go of my mistakes so I can make progress." Do you think that you 
gained this power at the time where I said to imagine your witnesses out here, and you 
here, where you had the Buddha moment…. was that the key "aha" moment, where you 
kind of figured that out? 
Kari: Mmmm hmmmm. 
Tawnya: Was there anything else that kind of helped with that? 
Kari: Um, honestly, I think that was the biggest thing I'm going to take out of this. 
Because now that I can let go of that, I can have the good stuff. 
 
She went on to say that her Buddha voice helped her to be “self-forgiving” when she made 
mistakes in rehearsals or when she simply forgot to do something. 
 Summary. Kari’s story helps us to see the transformative power that comes from 
connecting to one’s creator witness and being able to express the music within.  Once an anxious 
student who was so fearful she had difficulty practicing in the percussion practice room, had 
difficulty participating in some activities due to anxiety, and had stopped writing her own music, 
Kari became a much more confident person capable of managing her own self-talk.   
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 This story provides an example of a music student who found it difficult to express her 
own music within in the context of the university music program.  Our first indication of this was 
in the first workshop where she made the sarcastic comment about how workshop was relaxing, 
unlike the music program.  In workshop two we learned that she had stopped writing her own 
music because she was intimidated by projections around music theory.  She also shared that she 
played “really poorly” and gets “very angry” during lessons because she got really nervous to 
play for her studio teacher whom she found intimidating.  Later she mentioned that she didn’t 
“enjoy percussion anymore” because she was so stressed about an upcoming audition for drum 
line, and that what she really wanted to do was to “be free and just create.”   
 While the demands of a music education program are necessarily challenging, students 
like Kari may need more opportunities to be creative and make music as an expression of the self.  
This may be particularly needful because the majority of the music made in the program is 
governed by external criteria set by an external authority or performance tradition.   Kari lit up 
with confidence and vital energy when her creator witness beckoned her to make music. 
Kari: I think it is more like lack of the critical, and lack of, like the set in stone rules, and 
like, I don't know how to put this. Like, what society has deemed as music, is not... 
Tawnya: Mmmm hmmmm. 
Kari: I think that's what I'm trying to say. 
Tawnya: So allowing music to be music without people or ideas about what music is 
being imposed upon it? 
Kari: Right. (Speaks with gentle tone) Yes. Yes. 
 
 Chapter summary.	  	  This chapter highlighted the art-based reflective research process of 
each participant researcher, and was focused upon descriptions the participants offered about 
their own internal experiences.  Through descriptions of each participant’s experience with the 
witnesses, I highlighted examples of anxiety generated by inner dialogue created out of past 
collective experience.  These participant accounts provided six different reports of inner 
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experience from which to consider the research questions. While these research questions will 
remain with us, they will fade into the background in upcoming Chapter Six where emergent 
themes will be identified and restatements of the questions will be allowed to surface.	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Chapter Six:  Negotiating Worldviews   
Is it Safe to Release Internalized Fear-Based Motivation? 
 
 The participants in this study seemed to have approached the workshop series with 
patterns of behavior and expectations that were based upon their previous experience in the 
music education curriculum.  These patterns of thought and behavior (congruent with the values 
of that curriculum) may have created tension and conflict when the participants attempted to 
apply them to free improvisation, a form of music making with different values and expectations.    
 In this chapter, I will first compare and contrast the scientific-rational and pluralistic-
relativist worldviews (introduced in Chapter One), and present them as an interpretive 
framework from which to view the music education curriculum and the free improvisation 
workshop series.  Second, I will examine the ways that the scientific-rational worldview values 
fear-based motivation, and will demonstrate how the fear of being separated from the group and 
the fear of running out of time are implied in the values of that worldview.  Next, I will share 
examples to illustrate that the participants had internalized these fears and had created a coping 
mechanism that I label internalized fear-based motivation.   I will show how this coping strategy 
creates tension when applied to free improvisation through examples of when fear of being 
separated from the group (fear of the judgment of others) or fear of the lack of time prevented the 
participants from being able to listen and respond musically in the present moment.   
 Over the course of the workshop series, as the participants became more aware of their 
fear and how it interfered with music making, they were faced with a dilemma: to hold onto 
habits of internalized fear-based motivation, or to let them go so that they could be unified with 
others in present time.  In other words, the very strategies created to cope with the fears of 
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separation and time implicit in the scientific-rational worldview were actually preventing present 
focus and connection with others when applied to a musical activity grounded in the pluralistic-
relativist worldview.      
Worldviews 
 In the United States, Wilber (2010b) estimates that the majority of the adult population 
holds either a traditional (40% of population, 30% of power); scientific-rational (30% of 
population, 50% of power); or pluralistic-relativist (10% of population, 15% of power) 
worldview (see Chapter Two for descriptions of each).   This is important to consider in the field 
of education as these three worldviews have different value systems and can cause conflicts and 
tensions in both the design and implementation of curricula.  This is why Esbjörn-Hargens 
(2010) and other integral educators intentionally design curricula to honor the values of their 
student’s worldviews and scaffold learning for more complex worldviews.  The inclusion of 
multiple worldviews may also be beneficial as each individual is likely to resonate with more 
than one worldview in different domains or contexts. 
 When considering the percentages of the population who might have a particular 
worldview (see above), it is likely that the scientific-rational worldview is the dominant 
worldview in the U.S. culture. While traditional and pluralistic-relativist values are likely 
represented to some degree, the scientific-rational worldview is the median worldview at this 
time and is therefore more likely to dominate decisions about curricula. While educators in 
higher education may be more likely to have a pluralistic-relativist worldview as they have been 
exposed to literature and theories from this perspective, this may not be the case for those who 
have not pursued advanced levels of graduate study. Although worldview is likely to vary in 
different regions of the U.S. and between more conservative and progressive institutions, the 
	  209 
scientific-rational worldview does seem to be the dominant worldview influencing the music 
education curriculum at the institution the participants attended, as will be made evident by the 
data below.  
 In this chapter I will interpret the data through the perspective of these worldviews in 
order to better understand how and in what ways the worldview of each of the participants 
influences their ability to engage in free improvisation.  Tensions and conflicts between the 
values and expectations of the music education curriculum to which the participants are 
accustomed, and the values implied in the free improvisation workshop series, will be examined 
as the workshop series progresses and the participants become familiar with the new values and 
expectations. Specifically, the issue of fear will be explored as it relates to the values of each 
worldview. 
The Value of Fear:  Motivating Achievement 
 The scientific-rational worldview has been beneficial in that competitive environments, 
scientifically tested practices, standardization, and highly achievement-oriented attitudes have 
resulted in great human accomplishments that were not possible due to the limitations of the 
traditional worldview. In music education, scientific-rational values have helped to create ever 
rising standards for performance, and have expanded expectations for the curriculum beyond the 
preferences of dominant teachers and leaders in the field to include more universal ones as seen 
in the National Standards for Music Education implemented in the mid-1990’s.   
 Without diminishing these achievements, it is important to consider that each worldview 
ushers in new human achievements and creates new knowledge not possible in earlier 
worldviews, but that each worldview has limitations that eventually lead to the birth and then 
adoption of a the next more complex worldview (Wilber, 2000b; Beck & Cowan, 1996).  As an 
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individual or culture becomes aware of these limitations they are motivated to reject the aspects 
of the previous worldview that are in excess or are not workable, and then expand and adopt the 
next worldview.  Once this transition has occurred the individual or culture is able to view the 
world through the new worldview and typically rejects the values of the previous worldviews 
that are in conflict with the new worldview.  This transition rarely occurs all at once for the 
individual or a culture, but is a process that might occur quickly or over a longer period of time.   
 When considering what the limitations of the scientific-rational worldview might be, it is 
important to look at the values and what they might imply in terms of behavior.  The highly 
achievement-oriented nature of this worldview, coupled with scientifically tested strategies and 
high performance standards, creates a culture that values perfectionism, efficiency, social 
comparison, and competition to drive achievement. Two types of fear-based motivation, the fear 
of being separated from the group and the fear of running out of time, are implied in this value 
system, and are likely welcomed by those firmly situated in this worldview.   
 The fear of being separated from the group is implied in competitive systems where there 
are winners and losers.  It is also implied in the hierarchical ranking, grading, and classification 
systems made possible by the scientific-rational worldview.  Fear is generated and used as a 
motivation when individuals value these external measures of achievement, and strive for 
external standards of perfection.  Efficiency is also a value of the scientific-rational worldview as 
competition implies a concern about accomplishing achievements before others. Being the first 
to achieve, create, or perfect something generates the fear that there is limited or a finite amount 
of time.  These two fears work together to effectively drive achievement and success when not 
taken to excess, and have been and continue to be useful in moderation and in certain situations.   
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Coping with the Dominant Worldview:  Internalized Fear-Based Motivation 
 It is possible that to cope with these external pressures that individuals internalize these 
values and fears in order to take control over these situations.  In other words, they might 
generate their own fear of separation from a group or teacher, or their own fear that they will run 
out of time in order to motivate themselves to achieve even in situations where there is no 
external fear-based motivation.  It is possible that internalized fear-based motivation is a coping 
mechanism for all individuals who hold a scientific-rational worldview to greater or lesser 
degrees.  It might be an effective coping strategy that fosters high levels of self-regulation and 
self-reliance within the systems of this worldview, and it is possible that many of the most 
successful musicians utilize some form of internalized fear-based motivation.     
 While a healthy level of internalized fear-based motivation may be necessary and helpful 
for most individuals, it is also possible that, taken to an extreme, it might contribute to music 
performance anxiety in individuals who are naturally more inclined towards excessive levels of 
perfectionism, or who have been regularly subjected to high levels of fear-based motivation by 
authority figures or caregivers (Kenny, 2011).  For these individuals, internalized fear-based 
motivation may become debilitating and counterproductive.  In this study, the participants did 
report problematic levels of music performance anxiety in both rehearsed performance and 
improvisation environments.  For these musicians, problematic levels of self-generated fear may 
be interfering with their abilities to honestly evaluate their performances and with their ability to 
be in the present moment during improvisations.     
The Workshop Series:  What Worked Before is Now in the Way  
 The workshop series was originally designed to assist the participants in becoming aware 
of inner dialogue and physical sensations so that they could better manage their music 
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performance anxiety and become more comfortable with free improvisation.  Rooted in this 
practical problem, the activities, reflections, and discussions were aimed to increase awareness of 
the fears that relate to what I now label internalized fear-based motivation.  As was discussed 
above, this coping mechanism or strategy is likely helpful when applied to the scientific-rational 
music education curriculum, but is problematic when taken to excess or applied to pluralistic-
relativist forms such as free improvisation.  
 In the remainder of this chapter, I address these issues though an exploration of the data.  
Because there is a progression from the beginning to the end of the workshop series, I have 
presented the data sequentially and will highlight issues as they presented throughout.   
Additional data from the post-workshop interviews will be included in the conclusion of this 
chapter to summarize and clarify main points.   
 Workshop one. In this section I show how the workshop series was designed with 
pluralistic-relativist values though vignettes describing the workshop space, my leadership style, 
and the early group bonding exercises.  Then I share some early signs that some of the 
participants were viewing the workshop from a scientific-rational perspective, as was made 
apparent by their comments regarding a group drawing activity.  Next, an exploration of the 
participants’ comments and journals will reveal that the participants were experiencing the fear 
of separation, as was shown by their self-conscious inner dialogue and projections of the fear of 
judgment upon others in the group.  Finally, I will show that some of the participants were in part 
rejecting scientific-rational values when discussing the contrast between the graded reflective 
journals in their music education curriculum and the journals in the workshop.  We will also see 
that the participants resonated with the freedom of expression that free improvisation allowed 
although it took them out of their “comfort zones.”    
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 Group formation:  Let’s come together. 
 In the middle of the large choral rehearsal room there were toys strewn across 
the floor.  A large light blue exercise ball; a handful of oversized tennis balls; four pale 
yellow wiffle bats with white balls, a slinky, and small balls randomly placed on the 
hardwood floor.  With the toys and balls there, the room seemed to transform from a 
rehearsal room to a gymnasium.  Along one wall there were large full-length mirrors, 
and on the opposite side of the room were a mix of both wooden and metal choral risers.  
I welcomed the participants into the room wearing a t-shirt, exercise pants, and was 
walking around in my bare feet.  My appearance, and the appearance of the room may 
have been the first indication that the workshops would be a different experience than the 
music education classes that were usually held in this room. 
 I invited the participants to sit with me in a circle on the floor, and invited them to 
help me to create a safe space for the workshops.  I introduced the self-conscious, non-
judgmental, and creator witnesses by acting out a short monologue depicting each 
witness’ inner dialogue [see Chapter Four]. Before I asked the participants to share what 
conditions or agreements they needed to feel safe in the group, I began by suggesting that 
we be non-judgmental witnesses for one another.  I suggested that the non-judgmental 
witness might notice when it was becoming self-conscious or judgmental of others, but 
could let those thoughts go and return to non-judgmental witnessing.  Only one 
participant offered an additional suggestion for how to create a safe space by asking the 
others to hold the workshops in confidentiality.   
 The next part of the workshop was devoted to creating a group dynamic and sense 
of trust.  I grabbed one of the oversized tennis balls and passed it to each group member 
as a way to indicate whose turn it was to speak, and invited the participants to share their 
favorite ice cream flavor, favorite springtime activity, and what they planned to do over 
summer vacation.  We then shared our primary instrument and area of emphasis in the 
academic program before a series of name recognition games that were silly and 
generated much laughter. 
 
 
 During this early group-bonding phase, I did many things to indicate and establish that 
the workshop series was designed from a pluralistic-relativist worldview.  First, by dressing like 
the participants, rather than in professional attire typically worn by professors at the university, I 
intended to send a message that I was not projecting authority.  Second, while I took a leadership 
role and was clearly facilitating the activities, I sat in the circle on the floor with the participants 
to show that I intended to interact as their equal in the improvisations and group activities rather 
than be a conductor.  Third, in the name game activities, I selected topics that were a matter of 
personal identity rather than topics that could be used by the participants to rank or size-up one 
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another.  For example, I asked the participants to share their favorite ice cream flavor instead of 
sharing which ensemble they play in or which year they are in the program, which could have 
established rank or level.   
 Exposing felt states or ranking ability? 
 
 After the name games I invited the participants to draw an icon to represent 
themselves on a long piece of paper.  I explained that the paper represented a spectrum 
of feelings they might have about improvisation with one end being feelings of 
anxiousness, nervousness, or fear, with the other being feelings of love, relaxation, or 
“feeling chill.”  I explained further that they were just making their own current feelings 
about improvising visible, and I joined the participants in drawing an icon on the paper.   
After the participants had finished drawing their icons, I invited them to share a word 
about their icon to describe what it meant and its location on the spectrum.   
 
 Most of the participants commented on their feelings about improvising using “I feel 
statements” related to anxiety.  Both Jack and John, however, saw the activity as a way to 
measure their abilities rather than their feelings about improvisation.  In the small group 
discussion John said,  “I feel like I have a good grasp on improvising.”  While it is possible that 
this could have meant that he had feelings of confidence, it is more likely that this comment 
referred to an assessment of his abilities.  In his journal entry he wrote: 
When we drew on the piece of paper I was a bit self-conscious, like the first character of 
the three that Tawnya discussed at the very beginning of the session.  This was on the 
basis of two things.  The first was that I felt unsure on what to be drawing and I would 
look at others for some sense of approval or to see what they were doing for theirs and if 
they were looking at mine in a funny or disapproving way.  The other reason I felt self-
conscious was because I didn’t know if I placed my abilities too high on the spectrum.  
Though I love improvising and I feel almost at rest when doing it.  I felt I could have 
placed myself a little lower because I have a lot of room for improvement and I was 
instantly afraid that I would come off as snobby to everyone else and that isn’t true.  I 
don’t think of myself the best improviser yet, I just don’t stress out much about doing it.   
 
This quote shows us that he was focused on placing his ability on the spectrum, and that he was 
concerned that his placement might draw judgment from others.  If he were marking his feeling 
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of being “almost at rest” or marking how he doesn’t “stress out much” while improvising, it is 
conceivable that he would have placed himself closer to “chill” on the spectrum.   
 Also in the small group discussion Jack implied ability along with his feelings: 
 
Jack: I just drew sort of, a starting line, and I just need to go further. 
Tawnya: Ah. So that's where you're at, and you are looking at this like a race? (Nods.) 
You're trying to run a race. And you are heading which direction? 
Jack: This way [points toward “chill”]. (Everyone laughs) 
Tawnya: Just checking. Just checking. I thought so. 
 
Again, it is possible that Jack was running a race towards a feeling of “chill” or greater ease 
while improvising, but his journal showed us he was also concerned about his ability: 
Then we were told to mark our spots on a paper where we felt about improvising.  I 
initially just wanted to draw a line and that made me feel less artistic [than] the things 
everyone else put down on the paper.  Later I viewed it more as a starting line that I 
wanted to cross so that I could go much further in improvising.  I also noticed that I was 
the farthest person down, so in my personal opinion I have the most to work on and I feel 
the least comfortable.  I hope I improve greatly through this program.   
 
Jack may not have consciously differentiated between his feelings of anxiety and the assessment 
of his ability; however, later in workshop four he shared that he thought that the workshops were 
“inefficient” in terms of learning skills and improvisation techniques but had helped him to better 
“manage his self.”  In the post-workshop interview he further clarified this by saying, “if I went 
into a jazz band and they gave me a solo that I was supposed to improvise, I don't feel really 
more prepared for that than I was before.”  This suggests that Jack had an expectation that the 
workshops would be designed to help him to improve his genre-specific improvisation skills, and 
that he approached the workshop from this mindset. 
 While a focus upon skill development rather than alleviating feelings of anxiety does not 
necessarily indicate a scientific-rational worldview, a consistent focus upon achieving specific 
measurable outcomes, ranking ability levels of group members, and concerns about efficiency 
might.  Both John and Jack shared that they were concerned about what others thought about 
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their drawing skills, which suggests that they were making comparisons or ranking the abilities 
of the group members and might suggest fear of separation.  Jack’s comparison of his drawing 
(starting line) to others caused him to assume that he might be less skilled than the other 
participants since he was the “farthest person down.”  His comments about running a race to the 
other end of the spectrum and his concerns about how the workshops were “inefficient” show 
that he may also have fear related to a lack of time. 
 Individual sound explorations:  Playing to express or to impress? 
 
In the first improvisation, I invited the participants to explore with the toys and objects in 
the room. I intended for the room to be a framework for personal improvisation and 
sound exploration.  It was my hope that the participants would through playing with the 
toys and balls, listen deeply to the sounds that the objects made, and would attend to their 
senses to explore in present time.  I added hand percussion instruments to the sound 
exploration to encourage the participants to listen in the same way, but to more musical 
sounds.  Later I invited the participants to interact with one another in musical 
conversation.  When this did not seem to happen easily, I invited the participants to sit in 
a circle on the floor and dialogue for a short duration.  This first attempt at group 
conversation was the last thing the participants did prior to writing in their journals. 
 
 The journal entries help us to see that individual participants were at times more 
concerned with expressing themselves or communicating with others, and at other times were 
more inclined to make comparisons or fear that others were being judgmental of their abilities.  
When the participants were most fearful, they seemed to be applying scientific-rational habits 
(sizing up others/making comparisons) to the new participatory form of music making, rather 
than focusing their attention upon group communication.    
 In the first example, Jack reported that he enjoyed the sound exploration and the 
challenge of trying to communicate with others musically. However, his last comments in the 
following excerpt indicate that he was also concerned with his skill level and the potential for 
others to judge him concerning tonal improvisation: 
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I was just having fun and not worrying about anything.  I discovered a part of me that 
wanted to interact with other people.  I tried to hit stuff with people and get them to make 
noise using the same thing as me.  I also used that side of me to interact with the people I 
didn’t know very well and just play rhythms back and forth with them.  I noticed myself 
using facial expressions along with what I was playing when I was trying to communicate 
something.  I found myself wanting to have more instruments so I could make as many 
different noises as possible to express different things, but it was hard to hold all of those 
instruments at the same time.  It was really hard for me to show many different emotions 
with only one or two instruments.  So far we’ve focused a lot on rhythm stuff but I want 
to work on melodic stuff because that’s what I’m bad at.  I’m glad we’re doing things 
altogether instead of just one at a time. 
 
Jack seemed to like the freedom and openness of free improvisation, but as his thoughts returned 
to what he found challenging (showing different emotions with only a few rhythm instruments), 
his focus shifted to the past where he learned that he was “bad at” improvisations that are tonal.  
Only after he recalled this fear did he communicate how he had a fear of being exposed in the 
group.  This is very different than at the beginning of the quote where he was “not worrying” and 
focused upon communication with rather than the judgment of others. 
 John’s journal shows how sound exploration, or the act of experimenting with sound in 
the present moment, helped him to reconnect with his self: 
The sound exploration was very fun.  I had never really done that and it really showed me 
once again how much I love music.  It was cool to use all of the different percussion 
instruments.  I had never seen or heard several of them.  
 
It also shows that he enjoyed attempting to converse with others musically: 
 
Having rhythmic “conversations” with one another was also interesting and fun though I 
found it hard at times to hear one another, and I don’t really know everyone that well yet, 
so it felt almost awkward at times.  It was definitely a fun experience and it was a fun 
way to boost my confidence.  I hope we continue to do things such as that. 
 
There were also moments when he was perhaps less in the moment and more concerned with 
what others were doing or what I expected: 
 Once I realized that almost everyone else had some form of percussion instrument such 
as a drum or other instruments, . . . I felt obligated to grab one as well, though I enjoyed 
playing on the sound stick probably the most.  Toward the end when I began growing 
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uncertain as to whether Tawnya wanted us to play with a beat with her and everyone else 
or continue exploring the different sounds, . . . I would find myself almost nervously 
examining what everyone else was doing to see what I should be doing.  The beat was 
very scattered.   
 
 Like Jack and John, Meg seemed to enjoy the sound exploration, but during group 
communication she was much more concerned about creating “coherent music” and feared that 
others were judging her abilities: 
While playing with everyone was fun there were different parts of it that I enjoyed more. 
When we first started out it was slow at first and then it started to pick up to were people 
were more okay with play. Or at least that is how I felt. I liked figuring out my own 
sounds with the different things that I had in my hands. Like, I really enjoy all the 
metallic sounding objects. They gave things more of a ring to it. And just that we were 
playing with toys made this all more fun. It wasn’t really childish, but child-like, and let 
us all cut lose.  
 
It was like coherent music at all but it was still fun. Then when we moved towards the 
circle at the end and things were more structured and we were all specifically listening to 
each other, it made me more nervous. While together it sounded more like it was music 
but there wasn’t as much freedom to it. I started getting nervous when I thought people 
were listening to me specifically and I started thinking about how I didn’t know were the 
beat was and how what I was doing didn’t sound as well as I wanted it too. This 
specifically happened to me when I looked out the corner of my eye and thought that 
Tawnya was looking at me. That was the same case as when we were supposed to have a 
dialogue with someone else’s instrument and ours. If we would have kept going with 
experimenting with sounds for the whole time I probably wouldn’t have felt like I was 
being judged by anyone, because those people were doing the same as me. . . . I know 
that this is supposed to be an environment where people don’t judge, but I always have 
that feeling that people are no matter what I am doing. We’re all on the same level so we 
all expect us to judge one another a little bit…… 
 
 In the excerpt above, Meg projected her fear of being judged upon the other group 
members, and upon me as the facilitator.  The last comment may demonstrate that she had made 
a judgment concerning the playing level of the other members of the group, and that she assumed 
that others had done the same.  Unlike Jack and John, she did not write anything positive about 
communicating with the group, only that she was “nervous,” that “there wasn’t as much 
freedom,” and that the music she was making “didn’t sound as well” as she wanted it to.  This 
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suggests that Meg may have been able to attend to sound making in the moment during the 
sound exploration, but not when the activities shifted to group communication.  She was unable 
to focus upon listening and responding in the moment because she was too occupied with 
evaluating the quality of the music, and worrying others would not positively evaluate her 
contribution.  It is possible that Meg was applying scientific-rational values to the experience, or 
was not yet aware that the free improvisations were more focused upon successful group 
communication than for creating a fine performance of music for an audience.    
 In contrast to these group members, Matthew was uncomfortable with the sound 
exploration exercises at first, and was aware that his discomfort was due to the contrast between 
the exercises and the music education curriculum: 
I started to get uncomfortable when we were asked to just go around the room and find 
the different sounds the room would make. I felt actually really silly. I think it might be 
because I’m so used to such a structured way of performing and finding sound. I also felt 
silly playing with different toys, when I walked in I thought I personally wouldn’t have a 
problem with anything we would have to do here today. So I am very curious as to why I 
felt so odd…….. 
 
While Matthew was uncomfortable at first, he seemed to find the sound exploration and the 
group improvisations enjoyable by the end of the workshop.  At the end of his journal he wrote: 
Something like this is putting the enjoyment back into my education, something that I can 
enjoy that isn’t hindering me from learning. In high school that was [youth orchestra] and 
musical. Since I was doing them for fun I didn’t really feel a need to be a jerk to work my 
way to the top I just really enjoyed what I was doing and was content with life. Now 
coming to college nothing is like that anymore. I’m constantly competing for a chair or 
trying to get a better grade, what makes it worse is that it’s all music related and music at 
one point in time was my way to get away from my problems and now going to school it 
is creating the majority of my problems. I guess that’s why I like doing things like 
[university-sponsored youth symphony] for no credit because it lets me put back the fun 
into music. It allows me to keep some of the fun in my life while I’m struggling to stay 
afloat.  
 
These comments help us to see that he yearned for opportunities to make music free of imposed 
scientific-rational values.  This is most clear when he wrote about “competing for a chair or 
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trying to get a better grade” and mentioned how he valued volunteering with the university-
sponsored youth symphony because he could participate without the burden of earning “credit.”  
While one might think that his comments were merely complaints about the pressures associated 
with the rigor of the music education program, the fact that Matthew volunteered in addition to 
his already busy schedule suggests that he was very invested in improving his playing and 
teaching abilities.  It is possible that he appreciated opportunities to improve in situations where 
he received feedback rather than a grade, and where he could participate fully in the moment 
without having to meet additional external demands.    
 Lisa was perhaps the most comfortable with sound exploration and group 
communication; however she wrote about having to remind herself that there is no “right or 
wrong” in free improvisation:  
I think that my improvisation comes from finding things that I already know and drawing 
from that and making it fit. Sometimes it doesn’t fit but you never know unless you try 
right? For me sometimes I got the feeling of maybe what I am doing is not right, but then 
I just thought that [in] improv there is no right or wrong, there is just fun. Sometimes I 
have to remind myself of things like that. If I relate this to cello I just think about who I 
am playing for. If I am trying to please anyone else, then I tend to lose my comfort in 
playing. That isn’t why I am studying music… I just want to play and teach others to love 
and understand music despite the amount of ‘natural talent’ they have or don’t have. It’s 
never too late to learn to love… 
 
Lisa seemed to realize that free improvisation has different values and purposes, but still applied 
scientific-rational values from time to time.  She seemed to resist these values when she noted 
how she lost her comfort in playing when she tried to “please” another person.  Her comment 
about playing and teaching others to love music suggests that she might have valued pluralistic-
relativist values over scientific-rational ones.   
 Journaling for self-reflection or for a grade? In the small group discussion that 
followed the journaling and art response activities, the participants reacted strongly (with 
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gestures, facial expressions, and emphatic language) when I asked them to comment if or how 
their experience of journaling may have been different than the art response activity.  While I 
had hoped to learn if the art response activity had helped them to listen, notice, or reflect in a 
different way than journaling, the participants instead shared very emotional comments about 
doing teaching reflections for music education classes.  I was surprised by the non-verbal 
reactions and intensity behind this issue, and at first dismissed it as venting.   What was curious 
to me was that they did not react negatively or object to journaling when I invited them to do so 
in the workshop.  If they didn’t mind journaling, what was the venting really about?  Lisa 
brought up the topic during group discussion by saying: 
Lisa: When we were writing the reflection, I kept feeling like, "let's write about this," 
Like I was writing for class." (Laughs) And I was like, "Uh, this isn't for class, so I'm not 
going to do that. I'm not going to write a class paper."  
Matthew: I did that too. I kind of just looked away for my computer after a while and just 
let my fingers type, like not worrying about grammar or anything, just whatever came to 
my mind, just typing, because this [the workshop] is different. 
Tawnya: I am so not grading your grammar.  
Matthew: It's just like, we've had such an emphasis on like, you know, typing things out, 
doing things properly, that we sit in front of the computer, and it's like, "ok, this has to be 
right," you know, x, y, and z...  
Tawnya: So, when you're typing like that, is it, are you worried about what you are 
writing, or are you thinking about what just happened differently? (My attempt to redirect 
to the original question) 
Matthew: I was thinking about what just happened, and trying to reflect it critically as 
opposed to just whatever happened. 
Lisa:  I just let it ramble. 
Tawnya: Other thoughts? 
John: Like he said, I felt more comfortable, because I know you're not going to tear it 
apart, but my typing is, I think instinctively different. 
 
In the middle of this discussion, I could feel that the participants were frustrated and angry 
because their reflective writing in school was graded for technical aspects and predetermined 
content.  John’s comment at the end about how he was more comfortable here because he trusted 
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that I would not “tear it apart” really caught me by surprise.  I had not realized that asking the 
participants to journal would bring up such strong feelings of fear and frustration.   
 Puzzled by their reaction, I discussed this conversation with my research partner who was 
present for the discussion as she was audio and videotaping the workshop.  Because she was a 
music education professor at the university, I asked her what she though about the intensity of 
that conversation. She explained that the students did have to write many reflective papers and 
that those papers were graded with a rubric.  She suspected that the emotional reaction was 
because the papers were graded for format, grammar, and content, and perhaps were over-
utilized in the program. 
 I decided to follow up with Lisa in the post-workshop interview because she seemed to 
be most frustrated by this issue.   
Tawnya: Talk to me about writing reflections for classes here at [the university].  
Lisa: (laughs) I hate it. 
Tawnya: Why do you hate it? 
Lisa: Ahhh, because it's tedious. 
Tawnya: Because it's graded for grammar and stuff? 
Lisa: Because I'm not doing it for the purpose of reflecting and becoming a better teacher. 
I'm doing it because I have to, for somebody else. And like for one of my classes we are 
given, like, you have to have this, this, this, and this in your reflection. And if you don't, 
I'm going to take five points off for everything that's wrong. And I hate to burst your 
bubble, but if I'm not going to reflect on that in my own personal reflection for myself, 
then it's not benefiting anybody but my grade, which isn't even in the long run the most 
important thing. 
Tawnya: Right. So it detracts you from really focusing on getting better as a teacher? 
Lisa: Yeah. 
Tawnya: Instead of helping you? 
Lisa: Right. 
Tawnya: Okay. That's helpful. 
Lisa: Reflections, I feel like that's all I do. Read and reflect. Teach and reflect. Reflect on 
this reflection. (Laughing) 
Tawnya: Okay. So it's overdone too, is what you're saying? 
Lisa: Yeah. It's, like, I understand that reflection is a hugely important part of being a 
teacher, and being successful in a lot of things. But I feel like it's being shoved down my 
throat so hard that I am gagging on it. 
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 In the music education curriculum at the university, teacher reflections seemed to be used 
as a means to measure and assess professional writing and critical thinking skills (scientific-
rational values) rather than as a means to generate deeper class discussions or to provide 
individualized feedback to the pre-service teachers (pluralistic-relativist values).  Lisa and the 
other members of the group were eager to journal during the workshops because they were able 
to reclaim the act of journaling as a means to reflect in a way unencumbered by externally-
imposed criteria.  The strong reactions I witnessed may demonstrate a fear of judgment that the 
participants experienced when their reflective writings were graded.  Perhaps if the same 
reflections were used to generate thoughtful discussion, or were used to generate deeper 
questions or raise important teaching issues, it is possible that the participants would not feel so 
vulnerable and defensive.  
 New, novel, needed – but how can I apply it? At the end of the first workshop and at the 
beginning of the second, I invited the participants to offer a single word to describe how they felt 
about their overall experience of the first workshop.  The participants said: 
Meg: Novel, because it's new and a new experience has never happened before. 
Kari: Relaxing. It's completely stress-free, unlike the rest of this whole experience that we 
are all here for. (Everyone laughs). 
John: Fun. I've never played with these percussion instruments before. 
Lisa: Unique. It's like, "Let's bounce some balls around and see what happens. I mean, I 
don't know how you guys do this at home, but it's pretty cool! 
Matthew: Freedom. 
Jack: Jubilant.  
 
This first set of words and statements suggest that most of the participants found the workshop to 
be enjoyable, but for Meg and Lisa there was also an element of newness.  John, Matthew, and 
Kari also wrote about this in their journals.  John wrote, “The sound exploration was very fun.  I 
had never really done that and it really showed me once again how much I love music,” and 
Matthew wrote, “Walking into the room there was an almost immediate sense of childishness. A 
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feeling I don’t personally get to feel very often. Especially in the academic setting where I am 
where everything is so structured and based on judgment.”  Kari wrote, “Today was mostly 
exploratory.  I really liked the exploratory nature of this exercise because it’s something I don’t 
do often.” 
 It is not surprising that the participants commented about how free improvisation felt new 
to them, as it was not included in any substantial way in the music education curriculum.  
However, what is interesting about these comments is that the sense of newness or novelty was 
connected to a heightened awareness of the enjoyment for making music or a sense of freedom 
from judgment.   When Kari shared her word “relaxing” with the group she elicited a very strong 
reaction from the other group members when she sarcastically said, “unlike the rest of this whole 
experience that we are all here for.”  If one connects this comment and Matthew’s writing about 
how everything in the academic setting is “so structured and based on judgment,” it is plausible 
that the participants were becoming aware that the music making in the workshops was different 
than the music making they did in their lessons, ensembles, and music education courses.   
 The workshops, which focused upon participatory musical collaboration, were based 
upon pluralistic-relativist values where the music was meant to create a sense of group identity 
or cohesion and serve as a form of communication within the group.  Participatory music making 
has different purposes for making music than presentational music making (Turino, 2008) where 
the goal for music making is to prepare for a performance.  The comments and journal excerpts 
when looked at collectively may suggest that the participants were pleasantly surprised by the 
opportunity to make music in a new way. 
 At the very beginning of the second workshop, I asked the participants to offer another 
word to describe the first workshop.  I did this a second time to see if their single-word 
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descriptions would provide any different information since time had passed, in case their 
perceptions had changed with more time to reflect on the experience.   
Matthew: Need. I really feel like I need more of this in my life during the week, just to 
kind of let go of everything else that's going on. 
Tawnya: To balance things out? 
Matthew: Mmmm hmmmm. 
Jack: Fast. It didn't seem like it was two hours long. It seems like it went a lot faster than 
that. 
Meg: I found it really refreshing. Those commercials for the face wash just come to mind. 
(Everyone laughs) 
Kari: I thought it was a lot of fun. Like you said, it was different than the week activities. 
Lisa: I thought it was all of those, but... I still don't know how to say what I want to... 
words are difficult today. 
Tawnya: that's all right. Do you have an expression, or...? 
Lisa: No. It's just like, I don't know. Every time I... I wanted to have an opportunity to 
apply it, but I didn't. So it's kind of like, okay, how do I find that opportunity? You 
know? 
 
Matthew’s comment about needing “more of this” in his life, Meg’s comment about how it was 
“refreshing,” Kari’s comment about how is “different from the week activities,” and Lisa’s 
comment about wanting to apply what she was learning, but having difficulty, all point to the 
fact that those participants are aware that the music making in the workshops is different than the 
music making in the curriculum.  It also suggests that the participants are finding value in 
participatory music making and are beginning to understand that free improvisation and the 
music making in the music curriculum are based upon different value systems that may not be 
readily compatible. 
 Workshop two. In the second workshop a small group discussion brought to the surface 
fears of separation related to knowing the “right thing to do.”  Because I was not imposing a 
right way for the group to communicate but rather wanted the group to negotiate this among 
themselves within the frame I provided, the participants were not able to measure their 
contribution based upon an external criteria.  Next, in an exploration of the journal data, the 
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participants’ discussion of their witnesses demonstrated that most of the participants were 
struggling to let go of their self-conscious voices, but that in moments a few were able to do so 
and become completely present in the music making.  The final discussion reveals that some of 
the participants were noticing that by engaging in free improvisation they were more able to 
relax and enjoy the present moment during music making.  
 What is the “right” thing to do? 
 
 The second workshop took place in a music education classroom that had both a 
playful and serious energy.  One side of the room had cabinets and shelves with a full 
complement of drums and hand percussion instruments that seemed to invite one into this 
open, carpeted section of the room. A tile floor marked the part of the room with desks, a 
dry-erase board, projector, and screen.  A major snowstorm was approaching, and since 
it was Sunday evening, several participants had just recently returned to campus.  The 
storm began during the session.   
 As was previously discussed, I started the workshop with a check-in where the 
participants offered a word to describe the first workshop.  In addition to this, I also 
asked them to think of an uncomfortable moment in the first workshop and offer a word 
or phrase to describe that feeling to the group. 
 
Meg: Um, I felt kind of hesitant to, like, start hitting stuff at the beginning. I was just like, 
we're not supposed to hit things, [that was odd]. (Everyone laughs) unless you are a 
percussionist, I guess some things you are allowed to, but yeah, it was just different. 
Matthew: I agree with Meg. That was the most uncomfortable moment for me too, was 
just when you were just kind of like, okay, let's start this, and I'm just kind of like, "ehhh... 
nope." (Lisa laughs) Like, that literally would be my phrase to describe it: "ehhhh, nope." 
John: Just to go along with that, it was kind of awkward, especially like when you started 
beating a beat, and everyone was like standing there, like what are we supposed to be 
doing right now? (Everyone laughs). I just didn't really follow what we were supposed to 
be doing. So it was kind of awkward in that sense. 
Tawnya: okay, I’m just clarifying: there wasn't a right thing to do. I purposely set you up 
to do your own thing. Is it that you are so used to there being a right thing to do, that that 
puts you in an uncomfortable position? Would you agree with that? 
Matthew: That's completely what it is. Yeah. (Multiple Nods) 
 
The uncomfortable moment came for most of the participants when they weren’t sure of the 
“right” thing to do.  It is possible, since free improvisation was new to most of the participants, 
that they were not clear that they had freedom to express their own ideas within the context of 
musical conversation.  It is also possible, even though I gave specific instructions and modeled 
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this in my facilitation, that they were still concerned that I would evaluate their contribution, or 
that their peers would judge them.  This shows that the participants were looking for standards 
for their performance to be determined by an authority or through peer evaluation.  In 
uncomfortable moments, the participants may have been less present to the music as it was 
unfolding, and caught up in inner dialogue related to scientific-rational values.   For example, 
their thoughts may have been more focused upon if what they were playing sounded “right” to 
themselves or others, rather than being focused upon listening and responding in the moment. 
 In her journal, Lisa expanded upon this:   
Perhaps we are so used to having guidelines and limitations that we are always looking 
for the right answer. In order for there to be a right answer there has to be a wrong answer. 
If you put yourself into an environment where there are no wrong answers though… 
words can’t explain. You can just be you! No one else, no need to hide, no need to be 
angry, just be.  
  
 Witnesses:  Who am I listening to….  my inner voice or the music? 
 
In the second workshop I intentionally led a set of improvisations that were designed to 
support the kind of listening and responding that are needed to enter and maintain a 
musical conversation.  I facilitated simple structures for sound making and listening to 
others in order to respond to sounds that were present in the improvisation.  For example, 
I had half of the participants start singing a pitch of their choice.  The other half of the 
group listened and then responded.  When the participants took a breath they were also 
to listen and respond when they re-entered the tone cluster.  Similar exercises with vocal 
toning, body percussion, and other vocal sounds were explored in this way.  Unlike in the 
previous workshop, the participants were invited to engage with others rather than to 
explore on their own. 
 
 After the improvisation but before journaling, I specifically asked the participants to give 
a name to their witnesses, to describe when they appeared in the workshop, and to write down 
what they said.  These journal entries show us both fear and a sense of freedom from fear, as the 
participants focus their attention upon their inner dialogue. 
 Kari’s journal excerpt shows how she overcame fear and entered into a flow state: 
	  228 
Dr. H the Awesome took control of the powwow when they all grouped into a circle for a 
tonal exercise, where everyone closed their eyes and sang a pitch.  Jerkface had little say 
in this activity after the first thirty seconds or so, because Nifty could hear the sounds 
others were making and decide what would sound well with them.  Dr. H soon took over 
even Nifty’s position, to where my voice was no longer my own. 
 
I was able to create without Jerkface telling me I cannot sing, or without Nifty trying to 
tell me that my pitch was flat or not in the chord.  Dr. H taught that these things don’t 
really matter, and that the creation of music is not within oneself.  It is a lack of self that 
creates beautiful things. 
 
In the flow state, it seems that Kari experienced music making without inner dialogue or mental 
control, as is represented by her comments about how music was not “within oneself” or that a 
“lack of self…creates beautiful things.”  Later in the entry she remarked about how her music 
theory classes had made her fearful about writing her own music due to the prescriptive rules she 
had learned:    
This whole process has really made me want to write music.  I haven’t done any 
composing since I started at [this university], nor have I wanted to because there is that 
part of me that tries to say that I don’t know enough about music in order to create 
something beautiful.  But someone who thinks music is a perfectly, properly voice-led 
chord progression with a few appropriate non-chord tones, perhaps doesn’t know what 
music was at all.  
 
Kari’s flow experience during the toning exercise caused her to question the fears she may have 
acquired in music theory class, and to reject those rules and standards as the only “right way” to 
write music.  At the very end of the entry she wrote about the final group improvisation, “adding 
in the recitation to the rhythms and tones created a piece of music.  Not necessarily perfect, but 
should music be so?”  This statement shows that she realized that free improvisation is not 
necessarily meant to be polished performance music, but that it is another way create a “piece of 
music.”  Kari’s comments about composition and improvisation may indicate that she was more 
comfortable with or resonated with a pluralistic-relativist worldview, or at the very least was 
becoming aware of the limitations of the scientific-rational worldview. 
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 John’s journal suggested that he went back and forth from fun to fear, as nearly every 
comment about enjoying an activity was countered with a statement about fear.  His journal entry 
mentioned five times that he was worried that others would judge him either during the 
improvisations or during the playback of the recording.   This is best captured in the last 
sentences of his journal entry where he wrote, “Overall I thought it was really fun.  Especially 
the group singing.  I just sometimes felt uncomfortable because of what others would think of 
what I was doing musically.”  In the first workshop, John’s comments and journal seemed to 
indicate that he was very concerned with how others ranked his abilities.  This is also clearly 
articulated in the pre-workshop interview where he shared that he routinely “feels out” others 
before he performs to determine how judgmental they are going to be.  His focus upon the 
judgment of others may provide additional evidence that he holds a more scientific-rational 
worldview. 
 The moment John experienced the least amount of self-consciousness occurred during the 
toning exercise with eyes closed, or the same exercise where Kari was able to enter a flow state.  
It seems clear he was in a state of flow because he said, “When we started to all get into it I 
thought it was fun because the dissonances would come and go and I had fun matching and 
harmonizing with people and hearing the tonal center constantly shift.”  What is interesting is 
that both John and Kari entered a flow state when I invited the participants to close their eyes.  
This could have been because closing the eyes allowed for more available concentration to be 
placed upon the music in the present moment, as there was less visual distraction such as the 
non-verbal cues from the other participants.      
 Jack also wrote in his journal that he liked the eyes-closed experiences, and wrote, “I 
would suggest walking around and having our eyes closed at the same time but we would 
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probably run into each other.”  While he seemed to enjoy this part of the workshop the most, his 
overall experience of the workshop was that it made him feel more out of his “comfort zone,” 
and he did not report experiencing his creator witness.  Like John, Jack was also very concerned 
with moments when his musical contribution might be more exposed.  He didn’t want to “sound 
dumb” and was envious of others who had the courage to make “weird” sounds.  These 
comments seem to indicate that Jack was fairly self-conscious during most of the workshops 
because he was applying previously learned standards about what might sound unacceptable or 
be an appropriate musical contribution.  While he wrote about wanting to break out of his 
comfort zone, he also admitted that he had a judgmental voice that “pointed out weird things that 
other people did.”  Jack may have been struggling to open to the experimental aspects of free 
improvisation (or a broader view of “right” sounds) because he valued the standards and 
parameters he held from his classical training. 
 Meg, a percussionist, also seemed to struggle with this, as is seen in her comment from 
the group discussion, “we're not supposed to hit things.”  She immediately noticed that she did 
hit things as a percussionist, but that what we were doing in the free improvisation was 
“different.”  As a percussionist, she did hit things, but only certain things in a certain way.  In the 
free improvisations, these rules and standards were no longer in place, opening up the potential 
for many new sounds, some of which were pleasant and some that were not.    
 Like Jack, Meg felt most self-conscious when she thought that others were the most 
likely to hear her contribution.  A clear example of this was during the body percussion and 
moving sculpture exercises: 
Walking around and doing the body percussion is when I became more of a Beatrice. 
Which I think is embarrassing since I’m a percussionist, you’d think that kind of stuff 
would come naturally. I just felt really insecure when I would next to others and they 
could hear all that I was doing. I didn’t really think about other people’s sounds at that 
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point I . . . just worry about them judging mine. Doing the moving statue was interesting 
but kind of made me feel judged. Because you could hear people laugh as you did your 
movement and sound at the same time. Though I understand it was all in good fun. I just 
made me feel weird because we had to come in at our own time. So you kind of just had 
to bite the bullet and dive in and how you didn’t seem crazy.  
 
In the small group discussion Meg stated, “holy crap, these are future colleagues of mine in 
music education, I don't want to embarrass myself around them."  When she shared these 
feelings with the group she stated that she liked the idea that it was to be a “judge-free zone,” but 
that she found herself going back and forth between the two perceptions. 
 Meg also noticed when she was worried about the judgment of others that she could not 
hear “other people’s sounds” in order to converse musically.  This realization shows that Meg 
was becoming aware that focusing upon the quality of her performance or the quality of other’s 
performance was distracting her from listening and responding in the present moment.  This may 
indicate that she was learning that free improvisation requires or values a different focus upon 
her attention. 
 Flowing with the creator witness. At the end of the workshop the participants offered the 
following words to describe their overall experience:  flowing, more structured, calming, 
meditative, expanding, and growth.  Although I asked the participants to describe their overall 
experience, these descriptive words may reflect how the participants felt at the end of the 
workshop after they had done the art response activity and had shared their experiences in small 
group discussion.  
Meg: I just felt today was really flowing. Like everything flowed together really well, 
even though like parts of it kind of made me feel uncomfortable, but it flew into like 
something awesome. And I think that, I digged it. 
John: I thought today was a lot more structured. Like, we had things that we were doing, 
instead of just like going around hitting stuff. 
Kari: I thought it was really calming, because I've had an interesting week, kind of rough. 
And coming from that, from where I'm like ups-, kind of bummed out, because I'm 
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coming back to school from being home for like two hours maybe at the most, and so 
coming back and having that creation, that was really calming. 
Lisa: Meditative? . . . Um, yeah. I don't know. I just kind of felt like we all kind of went 
into a space where we could do what we wanted, and just what happened, and it was kind 
of like I felt like everybody was sort of reflecting either on what was happening 
immediately, or what was happening in the week, or what's going to happen. 
Jack: Expanding. I felt like we did a lot more different stuff this time, because we went 
into the toning. And like I myself, I tried to do a different thing other than just art. Like, I 
wrote a poem. I didn't read it or anything.  But I feel like I'm growing, like we're all 
growing more. 
Matthew: Growth. 
 
It is possible that these descriptive words were more positive than the tone of the journals 
because the art response activity changed the participant’s perspective of the improvisation. It is 
also possible that the participants were becoming more comfortable with the free improvisation 
exercises and with the new expectations and values that were implied in the activity.  
 Workshop three. The third workshop revealed how the participants may have been 
becoming more aware of internalized fear-based motivation in their experiences outside of the 
workshop.  The small group discussion at the beginning of the workshop provides examples of 
how the fear of separation or judgment was present in their day-to-day activities.  The data will 
reveal how some of the participants seemed to carry fear-based thinking connected to their 
primary instrument into the improvisations, while others were more able to let go and embrace 
freedom of expression and collaboration with others. Finally, the end of session discussion will 
show how some of the participants were becoming aware that their inner dialogue was 
interfering with their ability to listen and respond in the present moment. 
 The witnesses speak outside of the workshop. 
 
 The third workshop was an extension of the previous two, but went deeper into inner 
dialogue and how it might relate to felt sensations in the body.  The improvisations 
moved from hand percussion warm-ups into improvisations using the participants’ 
primary instruments.  Unlike the previous workshops, I took more time for small group 
discussions both at the beginning and in between the warm-ups and improvisations.   
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 In the first discussion, I asked the participants to recall a recent event outside of the 
workshop that had triggered their self-conscious witness or strong feelings of self-judgment.  
Matthew recalled that he had such an experience the night before at the opening night of the 
opera where he “made mistakes.”  He was frustrated that his section also made mistakes and was 
concerned about this because he was sitting Principal.   Meg recalled a negative experience 
working with her accompanist in a rehearsal for her jury.  She was concerned about the 
accompanist judging her mistakes and said she could not shake it off when she made her first 
mistakes, but that her thoughts became more and more negative, like a “snowball effect.”  Jack 
recalled moments in the practice room when he could not hit the “right notes” and became very 
angry with himself.  John shared that he had negative thoughts about himself when he practiced 
for “sight singing or any kind of singing in general,” and that he believed that he is “very, very 
bad at it.”  John was also familiar with the snowball effect that Meg described.  Kari shared that 
she felt intimidated by her studio teacher and could not tell him that she was sick and needed to 
reschedule her lesson.  She said, “I'm too proud to be like, hey, I have an ear infection, I need to 
go. So I was just distracted and it was horrible. And I came out about lesson just feeling so bad 
about myself.” 
 In all of the situations above, the negative thoughts relate to making errors and fearing 
that others are judging them personally for this.  In other words, the participants showed a fear of 
separation based upon the idea that others would separate from them if they were unable to meet 
that individuals’ standards or expectations.  This fear may be based upon real, agreed-upon 
standards, but it is also possible the participants were projecting their own standards and 
expectations upon others.  In the case of Kari’s lesson or Matthew’s performance, it is reasonable 
to think that Kari’s teacher and Matthew’s audience 
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playing.  In the case of Meg’s rehearsal with her accompanist, John’s sight-singing practice, and 
Jack’s practice session, it is more likely that personally-set standards and expectations were 
being projected upon the accompanist, sight-singing teacher, and studio teacher, respectively; 
especially since those people were not physically present.  These may be a case of internalized 
fear-based motivation. 
 Whether there are real or projected standards and expectations for performance, it is in 
the student’s best interest to imagine the perfect execution of a piece of music and to measure up 
their real performance compared to this standard.  If this is done in a non-judgmental way, it can 
be an extremely effective practice of self-regulation and can guide self-improvement.  If it is 
done in a self-judgmental way where the individual fears the separation from another, this can be 
damaging and prevent learning and self-improvement.  That all of the participants shared that 
they have self-judgmental thoughts and fears, may indicate that they had learned that others 
would actually separate from them if they did not perform up to their standards. Would Meg’s 
accompanist discontinue working with her if she made mistakes or had a bad rehearsal? Would 
Kari’s teacher kick her out of her lesson or his studio for having a bad lesson? It seems that in 
both of these cases that this outcome did not occur.   
 If the fear of separation is not based upon real evidence that the feared outcome will 
occur or has occurred in the past, it might be that the participants were using their imaginations 
to create unlikely but fearful scenarios and were using this manufactured fear to motivate 
themselves.   If this is the case, the fear of separation may be an implicit means to drive 
achievement in a scientific-rational system that values standardization.  While it is likely that this 
internalized fear-based motivation could create some short-term achievement, the examples 
above point to the limitations of this approach, including the reduction of self-efficacy beliefs 
	  235 
and perhaps overall self-confidence (“I’m very, very bad at it”); withdrawal from the activity (“I 
take a break,” “go practice something else, or “stop practicing”); behavioral symptoms (“I 
usually just get really angry and just hit a few loud chords”); and of course, music performance 
anxiety.  
 Free improvisation with primary instruments. 
  
To bridge the gap between using hand percussion instruments and primary instruments, I 
chose to recreate the toning exercise in which many of the participants had experienced a 
flow state the previous workshop.  I adapted that exercise by suggesting that they play 
static pitches to make tone clusters as we did with the voice previously.  I chose to start 
with this as a way to divert fear from playing a “wrong note” or a note that clashed.  In 
the vocal toning exercise, both dissonant and consonant sounds “work” or are welcome, 
so I used this strategy to open the participants to a broader definition of “right” notes.  
This is especially important considering that the participants’ fears about “hitting wrong 
notes” or “making mistakes” were shared as examples at the beginning of the workshop.  
 
 Journal excerpts from this workshop help us to understand more about how self-
conscious thoughts serve as a form of internalized fear-based motivation, and may have been a 
habit for some of the participants.   This was clear in Matthew’s journal where he wrote about 
how playing his primary instrument triggered self-conscious thoughts:  
When we got our instruments out was when I took a negative turn. I am not sure if it is 
the way I have built myself when I am playing viola, but I felt instantly like I was doing 
everything wrong.  Even though my body was calm and I know I am in a non-judgmental 
environment, I still felt like I couldn’t do anything right. 
 
Meg was surprised that she did not feel more confident playing her primary instrument.  The 
thoughts she shared indicate that she was concerned when she played things that “sounded off” 
and that she assumed that others “probably knew what they were doing better” than she.  In the 
small group discussion she said that free improvisation was harder for her than playing notated 
music because she had to try so “hard to sound good,” and lamented that it was so “random” 
sounding.  The following excerpt from her journal also shows that she was more concerned about 
“sounding good” than she was focused upon listening and responding to others:    
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I was so self-conscious during this. I was just hoping to get to the point were I kept 
messing up so much that I didn’t care what I was playing anymore and would just have 
fun doing my own thing, but that didn’t happen. But I hope maybe next time I don’t feel 
so miserable and worried about making crap music. 
 
It is possible that all of Meg’s available attention was going to evaluating her contribution and 
that she was unable to listen to others in order to connect and respond.  Worried about the 
judgment of others, her internalized fear of separation may have actually prevented her from 
connecting with the others in the group. 
 John and Jack reported a positive experience improvising with their primary instruments.  
However, both reported moments where they had self-conscious thoughts when things “did not 
sound very good” or when they played a “wrong note.”  However, Jack’s journal shows that he 
was adapting to the new expectations of free improvisation and was working out in his mind how 
to release self-conscious thoughts: 
When we began to use our primary instruments things went really well.  We just played 
long tones and I wasn’t worried about what it sounded like.  As we got more complex 
though I became concerned with what I played. It took me a few times to play the sound I 
had imagined in my head but I figured it out and I was still very happy with how I played.  
But one time I played a note that did not sound very good with the group and I 
immediately switched to another note but I definitely heard my self-conscious witness 
judge me for playing that wrong note.  I felt myself tense up but recognizing these 
feelings I dispelled that witness and now I realize that there was no reason to feel that 
way because it didn’t matter what we played and because I don’t know what every single 
note sounds like before I play it so it’s ok that I hit that note.  Later I reasoned that I 
maybe even liked that sound and although it was not a usual sound, this does not mean 
that it was a bad one. I am becoming a lot more relaxed when I play and improvise and I 
hope this continues so that I can easily relax whenever I am playing on my own. 
 
 Unlike the other participants, Kari found it easy to let go of her learned fears around tonal 
improvisation. In her journal, she wrote:  
I also really liked having the vibraphone to play with.  I felt more comfortable 
improvising with that than I have with anything else that we’ve used.  I was a little 
worried about improvising with tonal instruments today, because “What if I can’t find 
notes that fit?” and “What if we aren’t put in a specific key?”  But once it was related to 
the vocal improvisation that we did in the last workshop, these fears lessened.   
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 Final words. At the end of the workshop I asked the participants to offer a word to 
describe their experience.  The following excerpt from the transcription shows that the 
participants were becoming aware that self-conscious thoughts were hindering their ability to 
improvise. 
Jack: Understanding. I think a lot of the stuff you told us today about looking at your 
body in a different way, and seeing how it's different, I just never thought of it that way. 
And taking yourself out from the other people and, you know, making them do what you 
want instead of them telling you -- I just never viewed them as away from me. I viewed 
them as a part of me. But you made them, like, in a different way. So I think looking at it 
that way, it's just looking at everything in a whole new way. And then it sort of all came 
to a close when we finally put it all into our own instruments and we're back to the old 
feeling of being nervous on those, and then figuring out why, how to fix that. 
John: I would probably have to say awareness. Along those lines, it's like just being 
aware of yourself and how you're feeling, and what to do about it. When we were on our 
primary instruments, you're more aware when you are like, when you're kind of nervous 
you're going to more and see what other people are doing. Just be aware of what's going 
on. 
Matthew: U-ee. (laughs). That's what my mom and I say, but U-turn. Because I feel like 
at this point I'm learning, and I feel like I'm turning around and going in the right 
direction now, as far as my playing ability and my self-conscious is concerned. 
Kari: I thought it was really inspiring. Like, it's leaving me feeling happy and good about 
myself on my instrument, and now I want to go practice for another two hours (laughter) 
on those solos I don't like. Or I just want to, like play around on the vibraphone and see 
what I come up with. And I think it just, it really left me with that creation idea. 
Tawnya: [to Meg] Do you have a word? 
Meg: Yeah, but it's not as good as everyone else. (encouraging ahhhhs). 
Matthew: That's not true! 
Tawnya: Of course it is! 
Kari: Do it anyway! 
Tawnya: All voices are welcome. 
Meg: I just figured today was kind of nerve-racking, because I had to rethink how I've 
been thinking all this time. Like, understanding where my body tenses up, what that 
means, and connect that with improvising on my main instrument. And it was just nerve-
racking, but it's for the best. "yay...." 
 
Although Meg was uncomfortable with her realization, moments later she was very enthusiastic 
when Matthew suggested that we hold an additional workshop session during finals week as a 
way to manage pre-recital jury stress. It seems that un-learning self-conscious coping in the free 
improvisations was still less nerve-racking to Meg than the performance anxiety she had before 
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her juries.  This is interesting since she had just mentioned that playing printed notation was 
easier for her than free improvisation.  Perhaps it was less stressful for Meg to let go of her 
internalized fear-based motivation than it was for her to experience her self-conscious witness. 
 Workshop four. The last workshop introduced the fear of running out of time in a group 
discussion about the workshop series.  Participants demonstrated awareness that others were not 
in the present moment in a discussion about the first two improvisations.  The group discussion 
illustrates how some of the participants had resonated with the pluralistic-relativist values of the 
workshop series and had expressed, through their criticism, what was missing from the music 
education curriculum.  The final discussion suggests that the group was divided equally between 
those who hold scientific-rational and pluralistic-relativist values. 
How comfortable is it to engage in free improvisation now? 
 
 In the final workshop, all of the improvisations were with primary instruments.  I 
repeated activities from previous workshops in order to provide a familiar framework for 
working with primary instruments.  A larger portion of the workshop was spent 
improvising.  After a short check-in and two warm-ups with primary instruments, the 
remainder of the session was spent doing three long improvisation/reflection cycles that 
were comprised of an improvisation, journal reflection, art response, and short 
discussion.   
 
 At the beginning of the workshop I asked the participants to offer a word describing how 
comfortable they were with free improvisation at this point in the workshop series.   
Jack: Inefficient. I want to say not enough, but that's two words. Inefficient isn't exactly 
the word. I just feel like we've done a lot of the rhythmic stuff, but not enough of the 
melodic stuff, which is what I need more of. 
John: Um, I guess I could go along with Jack. I still feel good about where I am, though. I 
mean, it's gotten a lot better. 
Kari: I feel awesome. 
Lisa. That's great. 
Kari: That is all. 
Meg: Better. Like, I'm not going to say I'm perfect right now or anything. Far from that, 
but definitely an improvement, which makes me happy. 
Matthew: I'm going to have to go with Kari. So free, maybe, maybe freer than I was. 
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Lisa: Um, I'm going to say out of my normal routine. 
 
Jack, John, and Meg seemed to be focused upon their feelings related to their playing ability, 
while Kari, Matthew, and Lisa shared feelings that were not as specific. In his journal, Jack 
clarified his word:  
After that I said that I didn’t really feel like I’d improved in melodic improving much but 
the main thing this workshop has taught me is about myself and how to deal with stress 
that comes from myself. It’s helped me to practice better but I also need to better apply 
the things we learn in here each day.  I forgot about seeing how my body feels when I am 
upset and I think if I do that next time it will make me stop being upset a lot faster. Then 
we did an improv session and I felt that maybe I am learning a lot more melodic things 
throughout all my classes and with the added experimentation stress dealing strategies 
and confidence from this workshop I have become a much better improviser.  
 
His comments point to his focus upon his playing ability.  He now viewed “the stress that comes 
from myself” as something to manage so he could “practice better.”  This shows he was likely 
viewing the workshop from a scientific-rational perspective, since learning to manage stress, 
how to practice better, and be a better improviser were all achievement-oriented issues that 
focused upon his individual playing ability rather than his ability to express or communicate in 
the free improvisation setting. 
 Improvisation one:  expression or communication? In the first improvisation, many of 
the participants shared that they either thought that others were “in their own zones,” “doing their 
own thing,” or admitted that they “went off into their own world” rather than listening and 
responding to others.  I noticed that the participants seemed tired and stressed out, perhaps 
because the workshop was late on a Friday afternoon at the end of the semester. It is possible that 
this first improvisation served as a release for tension and frustration for many of the participants.  
The words the participants used to describe the sound of this improvisation after the playback 
seem to confirm this, as they used words like “dark, animals, creepy, apathy, and eerie.”  Meg’s 
journal entry perhaps demonstrates this most clearly:  
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The free improvisation was really needed today and I felt good for most of it. I had a flow 
moment, which was pretty nice. I liked coming up with my different sounds on the 
xylophone. It was nice to not just have to hit it with the yarn part of the mallet and use all 
the different places on the instrument that people don’t usually use. It was cool to make 
my own sounds and I think when I thought about how cool I was sounding that I became 
more of Tris [her creator witness]. It was like writing a song just for me and it didn’t 
really matter what other people thought about it as long as it made me happy.  
 
 This seems to suggest that the participants needed an emotional outlet, or music making 
for self-expression.  This was so much so that they were unable to attend to one another until the 
second improvisation after they had done so.  Perhaps it was a coincidence that the participants 
seemed to demonstrate this need at the end of a busy week, but it is also possible that the 
participants had not taken time for self-expression due to the many demands upon their time 
during the week, especially at that late point in the semester.       
 The reflections from this first improvisation also provide insights concerning internalized 
fear-based motivation.  Jack’s journal shows that he was letting go of the tendency to be self-
conscious and opening more to playing in the present moment: 
Whenever we’re not altogether or dissonant it sounds eerie and whenever we’re all 
together or consonant it just sounds normal.  These differences are not good or bad just 
different so I have more confidence when I play because there is nothing wrong.   
 
John, on the other hand, defended his self-conscious witness, and advocated for its usefulness 
even though his negative thoughts had caused him to feel discouraged: 
At many times I would feel discouraged, so I would try new things such as singing 
through the instrument, play multiphonics, or playing softer.  In this case my self-
conscious witness didn’t necessarily prove to be all bad.  It showed me things that I really 
need to improve on later on.  I hope the next improvisations prove to be better and I excel 
more in them. 
 
 Improvisation two: Coming together. The second improvisation proved to be much more 
communicative.  Lisa wrote, “There was a dialogue between so many people,” and Kari wrote, 
“It was much easier to play off of each other.”  While Meg was a bit more self-conscious she 
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noted towards the end that “people were kind of grooving” and shared that it was easier for her to 
play in the moment when there was a discernable steady beat as opposed to the openness of 
soundscapes.  Jack wrote that he felt pressured at first to be more “consonant” at the beginning of 
the improvisation, but that he also enjoyed when things shifted towards the end and “we had 
conversations with each other and things began to pick up.”  All of the participants shared that at 
that moment of attunement that they were less self-conscious or in a flow state. John, however, 
reported that his non-judgmental witness was present at that time, and his journal reports that he 
struggled to be in the moment: 
For the second improvisation I felt like the self-conscious witness was still in control for 
most all of the session.  I just felt as if I was sticking out a lot of the time and I couldn’t 
follow everybody as well as they were following each other.  Thinking back to where I 
put myself on the sheet with our names I feel like I rated my self too high and I was 
thinking about that for a lot of that improvisations and how I really needed to work on it.  
For example when I was having a “conversation” with Tawnya I would have trouble 
following her and I felt as if my self-conscious witness were almost hurling insults at me 
and it discouraged me.  The one time I enjoyed myself was when I had a conversation 
with Jack.  It was just fun and I felt like at that point the non-judgmental witness was 
present.  I hope to improve in the final improvisation and be more aware of my state of 
mind and maybe doing quick body-scans will help me gain control of the witnesses and 
allow me to do better. 
 
He seemed to be more attached to his self-conscious witness and might have been unable or 
unwilling to let it go. 
 Final discussion. In the final discussion I asked the participants to share something that 
they had learned in the series that they thought would help them the most.  The conversation 
focused upon the elements that were missing from their curriculum. Kari suggested that 
improvising with her peers would be helpful: 
I think just getting with other musicians and playing is going to break that wall down. 
Like without having music in front of you, and being like, "ok, you need to do this 
because it sounds bad," or something like that. You know, you just, you get together and 
you play. Like, I had this really interesting moment last time when I went home. I was in 
the band room, and it was me and my boyfriend, and I was like, "hey, play with me." And 
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I uncovered a marimba and handed him mallets, and he was like, "No. I don't know what 
to do." And I was like, "you just hit stuff." (Laughter). And, like, he couldn't figure that 
out. And I think that a lot of people are like that, because they've never had this kind of 
experience. And it's very unfortunate. Because I really wanted to play. And he was like, 
"I'm just gonna do lesson stuff." But... 
 
Matthew resonated with Kari’s comment: 
 
I feel like a lot of what we are taught now is very self-centered. And so we're not given 
the opportunity just to play with other musicians, and given that freedom. It's always 
structured, and it's structured in such a way that we don't ever get to play.  
 
Lisa shared that she was still having difficulty applying the values of participatory music making 
to the other music making in the curriculum:   
I think that this whole experience has been really great for creativity and group creativity, 
and what I would like to figure out is how am I going to apply this newfound confidence 
in personal creativity to music that I have to play, and music that's on the page. So, how 
can I, I guess maybe, exploring how to make what I do on a daily basis in the practice 
room a creative story instead of, "I'm gonna go practice for two hours and it's going to be 
great..." (laughs) So... I don't know. 
 
These comments suggest that some of the participants may have resonated with the pluralistic-
relativist values of free improvisation, such as the freedom for personal expression and the 
opportunity to engage in collaborative, participatory music making. 
 Final word. At the very end of the workshop I asked the participants to offer a word to 
describe how they felt about the entire workshop experience.   
Meg: I've just found all of this really empowering. Like, I can see myself becoming a 
much better musician now that I've done this, and more confident in what I'm doing, and 
more in control of what I'm feeling while I'm playing and getting frustrated with myself. 
John: Revealing. Because you are usually aware that you're really serious about 
practicing and stuff, but until you get in a situation like this you really don't understand 
the scope of it. Like, when I go to the practice room I'm not necessarily thinking that I'm 
going to have a blast doing this; I just want to make this actually sound good. So it was 
just good to have fun and try to put that into my future practice. 
Kari: I thought it was very changing. And I say that meaning a lot of different things. It 
really changed my view on how to look at playing music in a situation like this, as well as 
in practicing and playing music I have to play. I don't really fear things anymore, if that 
makes sense. But like, I don't look at something and like, "ehh, it's too hard." Now I'm 
just like, "I could probably make that up." (Laughter) 
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Jack: Control. Maybe that sounds kind of bad, but I feel like I'm more in control of 
myself when I'm practicing or improvising or playing music. Just looking at it in the 
different ways you've shown us makes it easier to have a sense of control over it instead 
of, "well, that's just how I am, and whatever happens, happens." 
Matthew: I have a couple different emotions, and I'm not sure how to express them. I'm 
coming up with really weird words these past couple of weeks. I'm saying "bye," because 
it's that mixed emotion of [that] you're excited that you just had happen what you had 
happen, but at the same time you're really disappointed that there isn't going to be more 
of it. And, I mean, I'm really excited that I've had this experience. I think there's a lot that 
I can take from it, but at the same time I would love to be able to continue doing it. But I 
can't. I mean, I guess I can, but not in this kind of setting. 
Lisa: Refreshing. That's all. (laughter) 
 
Several of these comments contain within them a kind of ambivalence that may suggest that the 
participants were grappling with conflicting values and expectations between their music 
education curriculum and the workshop series. This is perhaps most clear in John’s comment as 
he realized that he was not having fun in the practice room, or in Matthew’s disappointment that 
he would not be able to continue with free improvisation as it is not built into the curriculum. 
 Post workshop clarifications: Time. In the post workshop interviews I had the 
opportunity to gain additional insights and clarifications about conflicting thoughts and feelings 
of the participants.  It was during these interviews that fears about time were revealed in greater 
detail.  This became most clear when I asked the participants if they planned to integrate any of 
the techniques into their practice (See Chapter Six for greater detail).    
 Time and tension:  Participants with pluralistic-relativist values. Lisa clearly resonated 
with the values of the workshop series, but as early as the second workshop she mentioned she 
was frustrated because she could not apply what she was experiencing in the workshops to music 
outside of the workshop.  In her final journal response she wrote that she wished that I had 
included “application outside of improvisation” as a topic, and in the final interview she spoke of 
how she longed to be able to play her etudes and solo pieces as freely and expressively as she 
could when improvising.  Lisa shared a story about speaking to a professional performer who 
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described playing completely in present time in such a way that “only the music existed.”  Lisa 
lamented the fact that she could only play in present time while improvising.  For Lisa, present 
focus was clearly one of her values, and she keenly experienced a conflict between them and the 
values of music education curriculum that did not provide her the opportunity to use or 
experience time in the way she would choose.   
 In Kari’s last journal entry, she stated that she wished that we “had more time” to have 
additional workshops.  As was mentioned before, she was one of the participants who 
encouraged me to hold an additional workshop during finals week to help reduce stress.    Kari 
seemed to compartmentalize the activities of the workshop from her day-to-day experience, as 
seen in her earlier comments about how the workshop was “unlike the rest of this whole 
experience that we are all here for” and was “different” from her weekly activities.   
 It is clear that Kari was frustrated that there was not more time available for her to 
improvise within the curriculum, and that she believed that it was necessary for her to create 
these experiences for herself.  She wrote in her journal about a time when she tried to get her 
boyfriend to improvise with her but he refused because he “didn’t know what to do,” even 
though she encouraged him to “just hit stuff” on the xylophone.  Later she wrote that “getting 
together with people and working it out” would be the best thing that she could do to become 
better at communicating in free improvisations.  Because Kari’s values were not represented in 
the curriculum, she might have been frustrated because she did not have the option to use her 
time consistent with her values, and spend time improvising, expressing herself, and writing her 
own music. 
 Matthew’s story about time is also one of conflicting values.  Because he found them 
helpful, Matthew volunteered to take the time to apply the journal reflection and art response 
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activities to a piece of music that he was working on in his lessons, and shared the results with 
me during the post-workshop interview. In this interview Matthew shared that he felt both a fear 
of separation with his studio teacher, and a fear of time related to his teacher’s expectations.  In 
this case his fears were realized: 
Tawnya: Okay. And are you preparing the piece for your lessons, or because you want to, 
or...? 
Matthew: I was preparing it throughout the semester, and it's kind of been one of those 
things where, oh, we're taking too much time on this, so we're going to go to something 
easier because you can finish that. So... 
Tawnya: Okay. So... 
Matthew: It's something I've been working on myself throughout the semester, and 
something that has a lot of disdain behind it, because of how it has been treated. So how 
I've been treated reflects on how I have treated the piece, so there is a lot of disdain 
towards it. 
Tawnya: Can you give me just one example?  
Matthew: Oh, it's just, not, like, finishing it. Like, I've put a lot of time and energy into it, 
but I'm not moving as fast as my teacher wants, so, you know, [his teacher’s voice] let's 
put this aside for now, and move onto something else. [Matthew’s voice] And so that 
inability to not actually finish something. And that's really unlike me. And then just the 
frustration with, like everything that has happened with the School of Music this semester, 
has just for whatever reason gotten placed on this piece. 
Tawnya: Okay. So emotionally you're attaching all of your frustrations to playing with 
the piece? 
Matthew: Yeah. 
 
Matthew decided to apply the techniques from the workshop to this piece because he wanted to 
release the negative feelings he associated with it, considering his teacher was not willing to 
allow him to work on it in lessons because he could not finish it in time for the end of semester 
jury.  It is clear that Matthew really enjoyed the piece and was motivated to learn it since he 
continued to practice it and took the time to do the reflections, but was hurt that his teacher was 
not willing to help him to learn the piece due to time constraints.   
 This story is one that shows how the scientific-rational values that influence decisions 
about time in the curriculum might be harmful to a student who is more interested in his love for 
a piece of music than the time it takes for mastery.  It is possible that Matthew either needed 
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more time to master the piece considering the other demands upon his time, or that he was 
unwilling to employ internalized fear-based motivation to drive his achievement at the cost of 
other commitments and responsibilities.  Since Matthew had shown a tendency to resonate with 
the pluralistic-relativist values of the free-improvisation workshop, it is also possible that 
Matthew’s values were not congruent with the values of the music education curriculum (as is 
suggested by other comments in his journals, as described previously).     
 Only if it supports achievement:  Participants with scientific-rational values.  The 
remaining three participants provide additional information suggesting that they resonated more 
with the scientific-rational values of the music education curriculum.  This is evidenced in their 
consistent referral to the usefulness of the techniques and activities in relation to their music 
making outside of the workshop.  Their comments about time related most often to efficiency 
and a stronger fear that they do not have enough time to implement the more time-consuming 
techniques introduced in the workshop series.   
 For example, John realized that regular free improvisation might improve his ear training 
and sight singing abilities, something he mentioned he was “bad at” earlier; yet he feared his 
other work would suffer if he took time away from his required work:      
I personally think that [improvisation is] of utmost importance. If and when I become a 
teacher, improvisation is going to be very important to me, even if it's like chamber 
groups or jazz. But I think the ability to hear, stuff like that, it's really important. I wish I 
had more time to work on it. Like, if I'm in a practice room, I would love to just maybe 
makeup ideas for half an hour, but I have things to work on. And it's just, I feel like he 
gets shoved under the load of stuff that I have to do, which is frustrating. 
 
John also stated that listening to recordings with art response was a helpful way for him to hear 
both the positive and negative aspects of his playing.  Because he mentioned in the pre-workshop 
interview that listening to recordings would cause him to be so critical of himself that he stopped 
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playing, I thought that this listening technique would be especially valued by John.  However, 
when I asked him if he had used or would use the art response technique he said, 
Um, I mean, I haven't really had time to experiment with different ways to try that, but 
maybe... I listen to music a lot when I'm just doing, not busy work, but assignments that I 
need to get done, or when I'm walking to my dorm. So maybe recording and just listening 
while I am thinking of something else, really. So it's kind of the background. So maybe 
that. 
 
It is possible that John did not think that taking the time to listen with the art response was worth 
the benefit of doing so, or that he realized that it would be difficult for him to justify using part 
of his practice time for listening rather than on physically working out his technique.  
Interestingly, Jack offered a similar response:  
I might not take the time to do it, mainly because it does take some time. I mean, if I had 
free time, or if I could share that with other people, like my students, I think that would 
be a good thing to do.  
 
 For Meg, the body scans seemed to be the most useful technique she planned to integrate 
into her practice, and she reported that she was now doing quick scans in her personal practice 
sessions and rehearsals.  Although most of Meg’s comments about the workshop series related to 
achievement or “sounding good,” it is interesting that she also shared that free improvisation was 
“refreshing” and “relaxing.”  It is possible that because it was not included in the curriculum, she 
valued it for personal expression and stress reduction but did not see value in taking time to 
integrate the techniques in her practice.  In other words, she might have valued free 
improvisation for self-care, but may have feared that there was not enough time in her regular 
routine to include it otherwise. 
 Time and curricular restraints. While the participants found many of the exercises and 
techniques helpful, the participants were only inclined to use the techniques that were less time 
consuming, could help them to improve their performance abilities, or could help them manage 
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performance anxiety.  Even the participants who resonated more with pluralistic-relativist values 
expressed concern that they would not have time outside of the workshop, as their schedule 
already put great demands upon their time.  Further evidence of this was shown in that none of 
the participants spoke about applying the techniques to free improvisation.  Because free 
improvisation was not included in the music education curriculum in any substantial way, the 
participants (with the exception of Lisa, who did seek extracurricular opportunities) did not 
consider that they would have opportunities to apply the techniques to free improvisation. 
Discussion 
 The participants in this study showed a tendency to use internalized fear-based 
motivation, as was demonstrated specifically in the self-conscious thoughts that they shared in 
their journals and in group discussions.  The data show that the participants used their 
imaginations to make themselves wrong, bad, not good enough, or to project their own harsh 
judgments upon peers or the facilitator.  It is likely that doing so had been helpful to motivate 
them in rehearsal for performance music, although their self-reported levels of music 
performance anxiety suggest that the strategy was also problematic to some degree.    
 In the free improvisation sessions, the self-conscious thoughts of the participants may at 
times have demanded so much of the participants’ available attention that it was difficult for 
them to listen and respond to others in the moment.  When the participants were able to maintain 
non-judgmental or creator witness states, they consistently reported having more connection with 
others and more enjoyment of the music created.  Over the course of the workshop series the 
participants became more aware of their fear and how it interfered with music making.  Some of 
them, if only in moments, were able to let go of their habits of internalized fear-based motivation 
so that they could experience flow in their expression and attunement with others.  While 
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internalized fear-based motivation may have been a useful coping strategy for preparing for 
performance music or navigating a music education curriculum with scientific-rational values, 
when applied to free improvisation it interfered with effective musical communication.  The fear 
of separation and finite time, when viewed in a scientific-rational perspective, works to motivate 
individuals to high levels of technical mastery and achievement.  These same fears prevent unity 
with others in the present moment, making participatory music making difficult. 
 Why worldview matters. While the music education curriculum is based upon 
scientific-rational values, the students in the program may or may not resonate with those values 
fully. Kari, Matthew, and Lisa tended to resonate more with the pluralistic-relativist values and 
yearned for more opportunities to create, express, and collaborate with others. Jake, John, and 
Meg tended to view the workshop series more in terms of how it would improve their 
improvisation skills and improve their ability to control music performance anxiety.    
 When introduced to free improvisation and pluralistic-relativist values, only some of the 
participants were able to relate to the values implicit in the workshop, while others viewed the 
activities for their value from the scientific-rational perspective.   This is important because this 
also implies that some of the participants may not have resonated with the values of the 
scientific-rational music curriculum because they viewed them from a pluralistic-relativist 
perspective.  This suggests that the curriculum may need to be expanded upon to include 
developmentally-appropriate activities for these learners.  This important issue will be expanded 
upon further in the findings and implications section of the next chapter. 
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Chapter Seven:  Findings 
 
 In this chapter, I present and discuss findings from both the perspective of the 
participants, and from my perspective as the facilitator and researcher.  While this research is 
specifically focused upon interior-individual and interior-collective findings, external-individual 
and external-collective findings are also included to provide a more complete or integral view of 
the overall findings.  In other words, while most of the findings relate to (I) and (we) quadrant 
knowledge, the exploration of the internal realm also revealed (it) and (its) quadrant findings 
worth including.  I will use Wilber’s four quadrants to organize the findings, and will travel 
through each the four quadrants two times.  The first, presenting the findings according to the 
internal accounts of the participants, and second, presenting findings related to my own 
perspective and the interpretative framework offered in Chapter Six.   
 The purpose of the workshop series and this research was to study learning in the internal 
realm to see if knowledge creation in this area could inform the overall learning process.  In 
other words, I sought out to better understand what learning might entail if it were to focus upon 
making explicit the learner’s patterns of thought, emotion, and physical sensations, and how this 
learning might be beneficial to and supportive of learner-centered learning and healthy human 
development.  As I conducted this research I broadened the more specific research questions 
discussed in Chapter Five, to these re-stated questions: 
What are aspects of internal music learning? 
What knowledge is created from internal music learning? 
What are the benefits, if any, of including the creation of and integration of internal 
knowledge in the music curriculum? 
 
In what ways are other arts supportive of internal music learning? 
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What the Participants Discovered 
 Interior-Individual: (I) quadrant findings. 
 
 Self-referents can be learned. In the workshops, the participants learned to identify and 
label particular inner states. In the first workshop I introduced and described three possible states 
represented by the self-conscious, non-judgmental, and creator witnesses. I described the 
qualities of each of these three states by acting them out in a short character sketch that provided 
examples of thoughts, emotions, and physical sensations unique to that state. These labels were 
then used as self-referents by the participants to identify patterns of thinking, related emotional 
states, and physical sensations in the body.  The self-referents made it possible for the 
participants to make comparisons between states and made it possible for them have more 
awareness of their thoughts, emotions, and physical sensations.   
 After the participants had learned of the three witnesses and begun the process of 
reflecting upon these criteria for making sense of their thoughts, emotions, and physical 
sensations, all of the participants reported that these starting points were useful to some degree. 
While four of the participants applied the self-referents as presented, one participant adapted 
these self-referents from verbal labels to color codes (see description of Matthew in Chapter 
Five), and one participant reported another distinct state and created his own additional self-
referent (See description of Jack in Chapter Five).  While the participants may have interpreted 
or experienced the self-referents differently, what is important about this is that they learned and 
applied the referents to create their own internal knowledge.  As I will discuss in more detail in 
the examples below, this new knowledge empowered the participants to make different choices 
in moments, and in some cases this resulted in reduced symptoms of anxiety and an increased 
ability to maintain present focus.  This internal knowledge also supported learning and new 
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understandings in the other three quadrants.  This is important because it suggests that interior-
individual learning might be an important precursor to understandings in other quadrants, or that 
it supports integral perspectives that illuminate the need for learning in particular quadrants.    
 Awareness and management of thoughts. Several of the participants wrote or spoke about 
how learning to label their inner experiences helped them to become aware of and “control” the 
direction of their thoughts.  Both Jack and John wrote about how much it helped them to manage 
their self-conscious thoughts by taking the view of the “observer witness” that I introduced in 
workshop three.  John states that “imagining the voices all as little kids” helped him to regain 
control of his self-conscious thoughts, and that this gave him a “greater sense of power over how 
[he was] feeling and allowed [him] to relax.”   This example shows how changing the direction 
of one’s thoughts might also change one’s emotional and felt states.   
 Awareness and management of emotions. While some of the participants were more 
aware of their emotional states than others, Meg reported getting angry during her personal 
practice sessions.  In the post-workshop interview she shared that if she did body scans for her 
emotions while practicing that she could catch herself before she got angry or experienced the 
“snowball effect” where her emotions would intensify.  For Meg learning how to tune into her 
body’s messages allowed her to become more aware of when negative emotions were building.  
In noticing this earlier, she could choose to do something different to prevent them from 
escalating to the point where they interfered with her progress. 
 Awareness and management of physical sensations. Matthew may have been most aware 
of physical sensations prior to the workshop because he had chronic shoulder pain that 
negatively affected his playing.  Matthew adapted the concept of the witnesses and chose colors 
to be his self-referents.  He spoke of how he would use the colors to “hue [his] vision as [he] 
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played,” in order to shift his emotional states and change the level of tension in his body.  He 
spoke about how “pulling in a different color” would give him a “greater sense of control.” 
 Learning to maintain present focus. During the body scan and guided imagery exercise in 
workshop three, Kari’s creator witness (that she said took the form of Buddha) delivered to her 
words of wisdom about how to self-regulate and return to a state of present focus after being 
negative.  She interpreted this experience by saying that she thought that her “brain [was] trying 
to tell [her] that [she] should meditate for a few minutes when [her] negativity gets out of hand.”   
In the post-workshop interview she stated that this moment was the “biggest” thing she would 
take from the workshop because it helped her to “let go of [her] mistakes so [she] could make 
progress.”  This experience is likely an example of the merging of the relativistic self  and the 
transcendent Self that Sarath (2013) references in his discussion about the purposes of 
integrating improvisation and meditative practice. 
 Reflective practice fosters self-referential awareness. While learning about the referents 
alone may have been somewhat beneficial, journaling, reflective art response, group discussion, 
and engagement in free improvisation provided a way to integrate and practice their use.   As we 
will see in following examples, these forms of reflection and engagement focused the 
participants upon learning how to become more aware of their thoughts, emotions, and physical 
sensations in order to make new and more conscious choices during music making.   
 Journaling. Journaling provided a way to capture inner dialogue, and to translate non-
verbal emotions and felt states into words.  This was especially important as the free 
improvisations were temporal events, and the participants’ journals typically represented a 
chronological account of their inner experiences.  Journal entries were written immediately 
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following the improvisations, and as a result contained more self-conscious thoughts and 
negative emotions than the art responses, as is explained below. 
 Art response. Listening to the recordings and responding via the arts provided a way for 
the participants to listen to the free improvisations on a macro level (or for holistic musical 
content) rather than listening at the micro level (or for error detection), as several of the 
participants had discussed was their practice when listening to recordings prior to the workshop 
series.  While I had anticipated that this might occur as it had in the pilot study (Smith, 2012), I 
was actually surprised that none of the participants made mention of hearing errors when they 
described their art responses in group discussions.  When I asked the participants in the first 
workshop if this was the case, none of the participants reported noticing any errors.  This seemed 
to be the case in the remainder of the workshops as well, however this could have been because 
the participants were accustomed to listening in this way, and continued to listen as they did in 
the first workshop.  Since the participants tended to look to their peers for “the right answer” it 
could also have been that once everyone shared their drawings in the first workshop and 
described collective musical sounds with their images, that the participants assumed that this was 
the correct use of the art response activity, and did not consider using the time for other purposes.   
 In any case, the act of doing art response while listening was important because it 
provided an additional internal referent for the participants.  Most of the participants’ journal 
entries reflect self-conscious thoughts about their musical contributions made during the free 
improvisations.  Listening to the recording on the macro rather than micro level, provided 
another more holistic yet internal perspective to compare to their memory of the occasional bad 
sounding notes and uncomfortable moments of transition that occurred during music making.  
Following the listening/art response reflections the participants had consistently more positive 
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comments than in the ones written in their journal entries.   Comparing their memory of the event 
(journal entry) to the recording (art response) in this way provided them with two internal 
perspectives from which to form self-efficacy beliefs about their ability to improvise.     
 Guided imagery/body scan. In the third workshop I introduced two additional self-
referents through a guided imagery exercise, and a guided body scanning technique.  In the 
guided imagery exercise I built upon the participants’ experiences using their witnesses as self-
referents, and introduced the observer witness who was capable of noticing and managing the 
other witnesses.  While this witness was present in the minds of the participants (they wrote in 
their journals from this voice), none of the participants were consciously aware of this self-
referent.  This was evidenced in comments where the participants said, “I just never viewed them 
(other witnesses) as away from me (observer witness)” and it helped me to realize that “I’m in 
charge.”   Being consciously aware of this (new to them) internal referent provided them a new 
perspective for understanding their inner world that gave them a greater sense of self-control and 
agency. 
 The body scanning technique provided a systematic way for the participants to increase 
awareness of their emotions and felt sensations.  While the participants had described extreme 
symptoms of performance anxiety, none of the participants reported that they would routinely 
focus upon the body during music making to check for building levels of stress or shifts in their 
emotional states.  The body scanning exercise provided a head to toe way for the participants to 
focus upon their body and assess emotional and physical sensations to become more conscious of 
patterns in these areas.  Several of the participants reported that they had made connections 
between these self-referents and the witnesses while others had not.  More reflective practice 
comparing and contrasting these self-
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connection may have been beneficial to these participants, and could be explored further in 
future workshops or research.  Although this connection was still forming at the end of the 
workshop series, the participants shared examples of how the guided imagery and/or the body 
scanning technique had helped them to gain a greater sense of control or agency while making 
music.  It seems that while these self-referents were helpful several of the participants would 
have liked to learn more about additional self-referents or to have the opportunity to gain more 
experience integrating their use in their musical practice.    
 Free improvisation and voice. The act of engaging in free improvisation provided an 
opportunity for the participants to have a different or renewed connection with their own musical 
voice.  This connection, in and of itself, is a type of self-referent that in this study was expressed 
in four forms; self-assessment, non-verbal expression and creativity, emotional processing, and 
enjoyment.   
 The “right answer” according to the self. While some of the self-conscious thoughts 
reported by the participants had to do with fear that they were playing “bad sounding notes,” or 
fear that what they were playing did not fit within established norms related to a musical genre, 
most of the participants’ comments had to do with the fear that others would judge their musical 
contribution.  Interestingly, few of the self-conscious thoughts related to fear that they were not 
expressing what they wanted to say musically.  This suggests that the participants were either 
looking to external referents to determine the “right answer” or way to respond, or that they were 
using their imaginations to project what they suspected that others would determine was the 
correct response instead of for creative purposes.  
 The sound explorations in the first workshop helped the participants to listen and make 
their own assessments about what sounds they did and did not prefer. Perhaps because they did 
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not have to collaborate at first, this opened a space for them to listen and experiment in the 
present moment.  Most of the participants made comments in their journals that indicated that the 
experimentation with sound was “fun,” “refreshing,” or “child-like,” but their comments became 
more self-conscious in nature when the participants were encouraged to collaborate in musical 
conversation.  This shift from self-assessment to fear of judgment is important to note, because it 
may represent a departure from present focus (listening carefully in the moment) to thoughts 
based upon past experiences (memories of past situations projected upon the present moment).  
This is likely to be the case as fear is typically an emotional response to the threat of danger or an 
undesirable circumstance, and the determination that something is dangerous or undesirable is 
learned through past or similar experiences. What is interesting is that when the participants 
shifted to thoughts of fear of judgment, they seemed to be disconnected from their own ability to 
self-assess based upon their own criteria.  In other words, their own musical voice acquiesced to 
their projection of what and how they thought others expected them to contribute musically. 
 Non-verbal expression and creativity. Free improvisation offered the participants a 
different type of outlet for non-verbal self-expression and musical creativity.  This was 
evidenced in Meg’s comments about how it was “novel,” or “refreshing,” and in Kari’s journal 
where she shared her desire to write her own music as a result of engaging in free improvisation.  
In these and other examples, the participants’ made an implicit comparison of their current 
musical practice with free improvisation.  In these comparisons they became aware that free 
improvisation gave them greater freedom to express their own musical voice or express their 
own individual musical ideas.  This was so profound for Kari that it inspired her to start writing 
music again even though she had been discouraged to do so after taking a music composition 
course.   
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 Having this different outlet for non-verbal self-expression and musical creativity 
provided another internal referent as the participants could compare how they felt making music 
in and outside of the free improvisation workshop.  The sense of freedom that many of 
participants reported that they had felt provided an emotional reference point from which to 
compare their other experiences.  For example it helped Lisa to question why she was unable to 
play with the same sense of freedom when playing cello pieces.    
 Healthy outlet for stress and self-discovery. In the final workshop, the first improvisation 
served the group as a way to vent the stress of a busy week near the end of the semester.  More 
than just non-verbal self-expression, this venting through music served as an individual and 
collective release for emotion and stress that the participants reported was not related to 
workshop or relevant to the musical relating between the participants.  Matthew and Meg wrote 
about how the free improvisations were helpful as a way to purge pent up emotions and to 
process other experiences, while Kari found them helpful in terms of connecting with her inner 
guidance.   
 In these cases the participants were using music as a way to self-regulate their emotional 
states and make sense of their emotional experiences much in the same way that expressive 
artists engage in active imagination (Forinash, 2005; Knill, Barba, & Fuchs, 2004; McNiff, 1992; 
Rogers, 1993).  It is possible that many musicians naturally rely upon music for these purposes 
(Montello, 2002; Perret, 2005), and that they need time and space to work with music as a means 
to reveal and integrate previously unconscious psychological knowledge into their conscious 
awareness (Chodorow, 1997) in addition to professional purposes.  In any case, several of the 
participants stated that they needed time to be musical for these purposes, and that they 
appreciated that the free improvisation workshop had provided an opportunity since it was 
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difficult to work in time for this into their current musical practice.  This lack of inclusion brings 
up two important questions, why isn’t more time allocated in the curriculum for these purposes 
for music making, and why don’t the participants choose to create more time for themselves 
outside of demands of their schooling?  These questions will be addressed in the next section. 
 For the love of it and joy. While we can agree upon a collective meaning and set criteria 
to define the qualities and aspects of an emotion, an individual’s experience of love or joy is 
specifically internal.  We can say that this agreed upon referent of love or joy can be universal, or 
experienced by anyone, but it is only in the internal realm that the individual can determine if 
their experience meets with these criteria.  It is only in the internal realm that an individual can 
determine if a specific musical experience was joyful, or if they experience love for making 
music in any given moment.   It stands to reason that only the individual will know what types of 
music, or what conditions for music making will lead to feelings of joy or love, and that to do so 
they must be focusing upon their own musical voice and desires rather than the expectations of 
others. 
 The participants were able to connect with their love for music making in moments 
during the free improvisations.  In the first workshop, John commented that the sound 
exploration exercises “were very fun and that they “showed [him] once again how much [he] 
love(s) music,” and the word “fun” came up in most of the participants’ journals entries or the 
following group discussion.  Matthew mentioned that he “needed” to engage in free 
improvisation to “ balance things out,” while Lisa was focused upon music making for this 
purpose throughout the workshop as was evidenced by her philosophy of music making “for the 
love of it.”  In these cases, free improvisation seemed to provide an appropriate container for the 
participants to enjoy or experience the love of music in a different way than they may have in 
	  260 
other music-making activities.  For Matthew, Kari, and Lisa improvisation may provide a more 
relevant means for each of them to experience love and joy in music making than others.   
 Free improvisation seemed to facilitate and support the expression of these four aspects 
of musical voice for these participants.   Self-assessment was fostered in moments of present 
focus where the participants could access their own criteria for “the right answer.”  Non-verbal 
expression and creativity were supported as the participants were invited to contribute original 
expressions in musical dialogue with others.  Emotional processing was possible because of the 
free and open nature of the musical dialogue where the participants could express and process 
their emotions in a group of witnesses.  The participants were able to experience enjoyment, or 
the love of music, in a different way than their other music making activities, and this way may 
have been a more direct expression of voice for some participants.   
 While these four aspects of musical voice are not necessarily exclusive to free 
improvisation, all of the participants found free improvisation to be an activity that supported 
and deepened their connection to their own musical voice in one or more ways.  This is 
important, because several of the participants articulated that it was easier to connect with their 
musical voice during free improvisation than in their other music making activities.  Self-
satisfaction, expressing and creating, self-regulation of the emotional self, and experiencing joy 
and love for music making are powerful purposes for making music that resonate with the 
purposes and functions that music has served for generations (Crandall, 1986; Montello, 2002; 
Perret, 2005).  It is therefore important that these purposes be included and integrated in current 
curricula to provide balance and a connection to one’s inner desires to express and enjoy music 
making.     
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 Interior-Collective:  (We) quadrant findings. Interior-collective findings are those 
created by comparing and contrasting the interior-individual accounts of the participants with 
one another in group musical and spoken dialogue.  In other words, these findings are made 
possible when individual internal worlds are shared and compared with others to generate shared 
meanings, and also when internal data are compared through analysis.  In both of these cases, the 
data reveal that the participants noticed it was difficult for them to join and maintain musical 
conversation with one another.  As I will share below, difficulties initiating and responding in 
musical conversation may reflect that the participants were inexperienced with this form of 
music making.  Additionally, multiple examples show that the participants self-talk interfered 
with their ability to maintain the present focus needed to connect with what they wanted to 
express musically, and to listen and respond to others musical offerings. 
 Creating music together is difficult. 
Inner or Outer Dialogue? 
 (A poem I constructed from participant data) 
 
What am I supposed to do? 
What are you doing? 
I guess I’ll try this. 
This is fun. 
 
Oh! that doesn’t fit. 
I bet you think that sounded awful, I did. 
I wish I knew what you were going to do next. 
 
Are you just doing your own thing? 
I wish you would listen to me. 
Just when we seem to come together 
It falls apart again. 
Are you listening to me? 
Oh…. Maybe you’re playing with someone else. 
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 Looking to others or the facilitator (what do they want me to say?). The participants had 
difficulty initiating musical conversation in part because they looked to others to determine what 
to offer rather than looking within for what they wanted to contribute musically.  Kari said, “I 
would find myself almost nervously examining what everyone else was doing to see what I 
should be doing,” while Meg imagined that I was judging her playing ability.  This is important 
because it suggests that the participants were unable to connect with their own musical voice 
either because they feared the judgment of others, or were accustomed to being provided external 
criteria to determine their musical contribution.   
 Deciding what to play: Listening to the self and listening to others. In moments when the 
participants were able to let go of the fear of judgment of others and consider what they might 
want to contribute, they turned to musical ideas that were familiar to them, or they listened to 
others and adapted or expanded upon those ideas.  For example, Lisa focused upon “finding 
things that [she] already knew” and working out ways to “make them fit” within the conversation.  
In contrast, Kari focused upon the rhythms of others so that she could “match them…and morph 
them into something new.”  John apparently used this strategy as well, although he said he 
wanted to improve his abilities so he could to move past “mimicking someone's ideas,” and 
could “respond to them, like making a sentence.”  
 Several of the participants found it difficult to listen to others in order to make an 
appropriate musical response. Jack said he felt it was hard to “tell who's talking and who's 
listening,” and Kari found it hard to differentiate parts and compared the improvisation to a “flea 
market” where multiple people are having conversations and are “bargaining and haggling.”  She 
also felt the musical conversations were difficult because, 
You had to make something new up on the spot.  And it was difficult to create a 
conversation with someone when you didn’t know what they were going to do, or if you 
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started working with their beat, they would change it.  You had to keep your ears open to 
see what the person was going to do next, which upped the anxiety levels (as opposed to 
them picking a rhythm and sticking to it for a while). 
 
Meg also commented in the post-workshop interview that free improvisation had caused her to 
listen differently so she could decide how to “respond to others.” 
 These comments may suggest that during the workshop series the participants became 
more aware that free improvisation required them to generate and initiate their own ideas as well 
as listen to others in order to respond, and that their ability to do both of these was 
underdeveloped.  This is important because it demonstrates that these participants did not have 
sufficient experience or proficiency in these two areas as a result of their current music learning.  
This is somewhat consistent with Sawyer’s writing on the three characteristics of group 
creativity (2006). He suggests that solitary individualistic practice of technique is incomplete as 
improvisation allows for the practice of musical conversation, collaboration allows for the 
acquisitions of conversational patterns, and emergence allows for the development of new ideas.  
By including free improvisation in the curriculum, learners would have an opportunity to 
develop these skills through participatory music making.  
 Miscommunication versus attunement. The discussion above about initiating and 
responding to others focuses more on individual action than group dynamics.  In this section I 
will focus upon relational aspects of musical improvisation that deal more with issues of 
effective or ineffective communication.  These issues include miscommunications, leading the 
conversation, and creating attunement or harmony in group communication.  
 Wanting to be heard, join, or fit in with the conversation. The participants made note of 
musical miscommunications and offered several reasons why they found it difficult to 
communicate effectively with others.  The first miscommunication resulted in an inability to 
	  264 
connect with others.  Lisa shared that she liked the “idea of finding someone in the group and 
making a connection with them,” but that it was easier for her to play on her own.  Jack also 
“wanted to interact with other people,” but he felt that others were so into their own world that 
they did not hear what he had to say.  All of the six participants at different times mentioned that 
it was hard to connect with others because they were “doing their own thing” or “into their own 
zones” listening to their own playing or inner dialogue.  Even Jack stated that, “I found myself at 
times only listening to myself and other times listening to everyone to see how it sounded.”  Kari 
mentioned, “going off into [her] own world rather than listening.”  This is important because it 
shows how the participants vacillated between their own inner thoughts and being able to focus 
on others in the present moment. 
 Other miscommunications had to do with musical issues.  For example, John felt that it 
was difficult for him to find something that fit with the percussion and string instruments 
because he was the only wind player, and Meg found it easier to fit in and “feel more secure” 
when someone else was providing a steady beat or reliable groove.  Kari also found that when a 
discernable pulse was missing it was difficult for her to discern which person to listen to and 
play with because “if I listen to both of them, it doesn't work.”  These issues will be expanded 
further in the next section as they relate to (it) quadrant findings. 
 Initiating, or leading the conversation in another direction. Another communication issue 
that surfaced was that of having difficulty initiating a conversation.  As Kari mentioned above, 
she had trouble entering into the dialogue when the soundscape lacked a steady beat.  This was 
also true for Matthew who found it hard to get the attention of others.  He said,  “I would walk 
around and look at people, and sometimes it took a while for them to get out of their world and 
step into a conversation.”   
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 For Jake and Lisa, they found it challenging to change the musical conversation and take 
it in a new direction.  Jake attempted to “play a lot faster and more upbeat” but found that it took 
a while for others to follow his lead.  Lisa was successful in changing the musical conversation 
by making a sudden and abrupt shift in the style by “chopping a rhythm” on her string instrument.  
She mentioned that going against the “cool vibe” established “was a challenge” for her because 
she was concerned that others might not appreciate the change.   
 The examples above demonstrate that when the participants were in the present moment 
enough to connect with their own musical voice and to listen to others, that some of them lacked 
the skill or in other cases the confidence to initiate or lead the musical conversation in a new 
direction.   While it is possible that part of the difficulty had to do with the other participants 
being lost in their inner dialogue (as discussed previously), it is also possible that this was an 
underdeveloped conversational skill.  Again, including participatory forms of engagement such 
as free improvisation might afford opportunities for learning that are not currently included in 
most music curricula. 
 Attunement. From my perspective, there were only brief moments of attunement (Kossak, 
2007) where all of the participants seemed to be in present time and responded sensitively to 
others.  One such case was an un-structured improvisation that all of the participants described as 
successful or enjoyable (as was represented by their positive reactions and comments 
immediately following the improvisation).  While there were other moments that seemed to have 
some level of attunement, this moment was the only one where there was clear agreement among 
the participants that the improvisation “worked” or was “ a piece of music.” 
 While it is possible that attunement was not possible for reasons mentioned above, such 
as the inability to maintain present focus or the lack of ability to initiate and respond to others, it 
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seems that there was a lack of agreement upon the aim of the improvisation between the 
participants.  For some, free improvisation was just “for fun” while others expressed an interest 
to make music that “sounded good.”  Lisa stated that with improvisation “there is no right or 
wrong, there is just fun,” and Matthew said that when he was playing with Kari that they “just 
wanted to make noise together.”  Jake was a little more concerned with creating music that 
sounded good and said he liked it more when it was more consonant sounding, but that he was 
“was ok with the parts where it was dissonant as well.”  John and Meg both expected that the 
improvisations would sound good.  John was distressed when he was not able to fit in with others, 
and Meg stated that she was trying not to play “crap music.”   
 With these varying expectations, it is possible that some of the participants were more 
interested in achieving attunement than others, and could be an additional reason why it occurred 
rarely.  This is important because it emphasizes the importance of spoken communication prior 
to music making where the aims of music making can be negotiated among the participants.  
This may be unique to free improvisation and other participatory music making situations where 
negotiation of aims is necessary because a clear directive is not provided by a conductor, or the 
implicit expectations of a performance tradition are missing to unify expectations.  By including 
participatory forms of engagement, learners might gain valuable experience learning to 
collaborate and negotiate in group music making situations.   
 In this section, I shared what the participants learned through group music making and 
group discussion.  The participants found musical communication challenging because of 
personal and relational difficulties that were made apparent through the comparison of internal 
perspectives in group dialogue.  By engaging in free improvisation along with reflective 
journaling and group discussion, the participants were able to discover on their own that they 
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might benefit from engaging in more musical dialogue with others.  In other words, the internal-
collective knowledge created in this activity allowed the participants to become aware that they 
might benefit from collaborative group practice of musical conversation skills. 
 External-individual: (It) quadrant findings. Findings in the external-individual or (it) 
quadrant relate to an underdeveloped musical skill that was revealed through both internal 
reflection and internal-collective dialogue.  Different than the communication issues discussed 
above which were about creating individual and shared meanings, these issues relate directly to 
the underdeveloped technical skill needed to support both self-expression and group-
communication.   
 Ear training skills. The participants discovered that they difficulty expressing their own 
musical ideas because they lacked the ability to play on their instrument the ideas that they heard 
in their mind.  In the third workshop, the participants and I discussed this issue in a group 
conversation, and many heads nodded when Jack shared that “it took [him] a few times to play 
the sound [he] had imagined in [his] head.  In Jack’s journal entry for workshop four, he 
reflected upon this group conversation: 
 I can’t just hear things and understand them and play them back really well. It takes 
 a lot of time and effort before we’ll be able to do that but I want to keep working on 
 that so I can do that and teach that to my students when I become a band teacher.   
 
 In the participant’s journal entries the reflections show that they were aware of their 
inability at different times to create the sounds that they intended.  John and Meg noticed this 
about hand percussion instruments, Jack and Matthew noticed this about their singing voices, 
and Matthew, John, Jack, and Meg noticed this with their primary instrument.  What is important 
to recognize here is that the act of engaging in free improvisation helped the participants to 
become more aware of a need to improve their mind-to-instrument skills.   
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 External-collective: (Its) quadrant findings. 
 
 Structures that limit expression and creativity. Participation in the free improvisation 
workshop provided contrast for the participants because the workshop series was not graded by 
an authority figure, as were their music classes. As I will demonstrate below, this contrast helped 
the participants become more aware of curricular structures that at times limited their learning, 
such as meeting the demands of an external authority, or meeting of external criteria as set by the 
curriculum.  The participants shared their desire for more flexibility within the curriculum that 
would allow for music making that is of and for the self, for more control over assessment, for 
more autonomy, and for more freedom for personal creativity. 
 While all of the participants noted the contrast between free improvisation and their 
music classes, the contrast was perhaps most clear to Lisa who made multiple comments 
throughout the workshop series related to authority and external criteria.   In the post-workshop 
interview she shared that if she played to “please anyone else” that she lost her “comfort in 
playing.”  She quite emphatically stated that she wasn’t studying music to please anyone, but 
rather “to play and teach others to love and understand music.”  
 Lisa was frustrated by the inconsistency of end of the semester juries, and found them 
especially anxiety producing because it seemed impossible to please authority figures as she was 
graded by a different panel of jurors each term.   She also noticed a contrast between internally 
or externally set criteria: 
Perhaps we are so used to having guidelines and limitations that we are always looking 
for the right answer. In order for there to be a right answer there has to be a wrong answer. 
If you put yourself into an environment where there are no wrong answers though… 
words can’t explain. You can just be you! No need [to please someone] else, no need to 
hide, no need to be angry, just be.  
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 Setting one’s own criteria was also important for Jack who in reflecting upon an art class 
he had in middle school shared that he thought that creative work should be self-assessed 
because the creator is the only one who knows if the creative product has been crafted to the 
creator’s criteria.  For Jake and Lisa, creating to please an outside authority that imposed 
externally set criteria seemed to limit or impose upon self-expression and creativity.  This also 
seemed to be the case for Kari who shared how she used to create her own music on the piano 
before attending the university, but had stopped because she had learned in theory class that she 
didn’t “know enough about music in order to create something beautiful.” Later after she had a 
flow experience during a free improvisation, she began to question that music needed to be 
“perfect” to be a positive musical experience or good “piece of music.”  Kari expressed a 
yearning for more musical freedom where “music was allowed to be music” without the “set in 
stone rules” and ideas that “society has deemed as music.”  
 Engaging in the free improvisation workshop allowed the participants to express, create, 
and learn without being graded or subjected to judgment from an external authority.  While none 
of the participants suggested that externally set criteria should be eliminated, all of the 
participants mentioned the need for free-improvisation and music making for self-expression to 
balance the highly structured nature of the curriculum.  This is important because it suggests that 
when the participants were afforded an opportunity to make music on their own terms, they were 
able to identify a need for additional opportunities to engage in music making that is self-
assessed and supervised by their own musical authority.    
What I Discovered 
 Because I participated in the workshop as a facilitator and as a participant in 
improvisations, I came to realizations along with the participants. It is important to acknowledge 
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that I also learned from them both during the workshop series and in the analysis of the 
participant’s data. Because my observations have been included above, there are no additional 
findings in the (it, its, and we) quadrants other than those previously described.  There are 
however, additional internal findings related to fear and worldview that emerged from looking at 
the data through the interpretive framework offered in Chapter Six.   
 Interior-individual:  (I) quadrant findings. 
 Internalized fear-based motivation. Internalized fear-based motivation is the using of 
one’s imagination to create a vision of worst case scenarios based upon one’s own or others past 
experiences for the purpose of motivating oneself out of fear to act with a sense of urgency to 
prevent the imagined outcome.  The participants in this study all demonstrated the tendency to 
utilize this strategy to motivate themselves in different situations as was demonstrated in their 
descriptions of experiences both in and outside of the workshop series.  It was possible to 
identify the pattern of internalized fear-based motivation through the study of the participant’s 
internal accounts of their experiences, and through their comments made during and after the 
workshops. 
 Recognizing that the participants were using this strategy was important because it helps 
to explain why the participants were inclined to have so many self-conscious thoughts that 
prevented them from maintaining present focus upon the music unfolding in the moment.  As 
was discussed in Chapter Six, the participants used the fear of being separated from others, the 
fear of running out of time, and a combination of these two fears as a way to motivate 
themselves to achieve in a scientific rational system that modeled fear-based motivation.  In 
other words, the participants had learned to motivate themselves out of fear, as it was a 
successful coping strategy that resulted in high achievement.    
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 Fear of separation prevents unity. The fear of being separated from the group was 
demonstrated in the participants’ tendency to project their own self-conscious thoughts upon 
others as was made clear through examples found in most of their journal entries.  For example 
in Meg’s first journal entry she wrote, “I always have that feeling that people are (judging), no 
matter what I am doing.”   While projecting their own judgmental thoughts about their own 
abilities or performance upon others may have been an effective way for the participants to 
motivate themselves to practice their technical skills or repertoire in other musical situations 
where rehearsal before a performance is customary, in the free improvisation workshop it was 
counterproductive to the participants’ ability to make music successfully.  This was the case 
because the participant’s available attention was focused not on the music unfolding in the 
moment, but was being diverted into generating the fear that others were judging their 
contribution and would distance themselves as a result.  In other words, the participants were 
using their imaginations not to create music but to create fear that others would not want to 
create music with them in the future.  This is important because it may explain in part why 
musicians with classical training are anxious or reluctant to improvise.  If these musicians are 
routinely practicing with fear, it is likely that they are not practicing how to maintain present 
focus, as fear requires that at least in part one be focused upon memories of the past or learned 
reactions.   
 Fear of running out of time prevents present focus. The fear of running out of time has to 
do with the preparation of music for performance or the learning of material for a test.  While the 
participants were not required to do either of these in the workshop series, this fear presented 
itself when I asked the participants what they planned to take from the workshop and integrate 
into their practice.  For example, while listening and doing an art response helped John to be less 
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critical of himself and hear more than just the “nitty-grittys,” he did not think he would take the 
time to listen in this way.  Instead he though he might try listening while “walking to his dorm” 
or having as background music while he “was thinking of something else” which shows that he 
was looking for ways to multi-task.   
 While the participants found many of the musical, reflective, or technical exercises useful 
and even helpful, integrating them into their practice routine did not seem like a reasonable 
option unless the exercise or technique did not take up too much time or could be used to manage 
the stress associated with internalized fear-based motivation.  In other words, new exercises were 
only integrated if they were immediately useful within the scientific-rational system of which 
they had to function.  This is important, because it may help us to understand why learners are 
not inclined to let go of the practice of internalized fear-based motivation even when it is taken 
to excess and results in music performance anxiety.   Letting go of this fear may not seem to be 
an option for learners who do not have the ability to negotiate timetables, workload, or the 
difficulty level of content they are required to master within a given timeframe.   
 Fear of not being good enough soon enough prevents awareness of voice. When one 
combines the fear of being separated from others and the fear of running out of time the result is 
a strong focus upon external criteria.  The fear of being separated from others may cause the 
learner to focus upon authority figures and peers who may cast real or imagined judgment. The 
fear of running out of time may cause the learner to focus upon doing things quickly according to 
another’s timetable, rather than to focus upon doing things with present focus according to a 
timetable that takes into account the learners unique situation.  In either case, when learners are 
focused more on external than internal criteria, the learner is likely to loose track of their own 
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voice and needs, as these are not given priority in a structure that values fear-based motivation 
towards external measures of achievement.  
 Why worldview matters. In Chapter Six, I looked specifically at how the values of the 
dominant scientific-rational worldview created tensions and conflicts in the pluralistic-relativist 
designed free improvisation workshop.  The participants demonstrated in their comments and 
behavior a tendency to view the workshop experiences either through a scientific-rational or 
pluralistic relativist perspective, although all of the participants demonstrated the tendency to use 
internalize fear-based motivation as a coping strategy.  All of the participants resonated with 
aspects of the free improvisation workshop, or showed signs that they resonated to some degree 
with the implicit values; however, half of the participants showed signs that they preferred one 
worldview over the other.  
 In consideration of Boyce-Tillman’s (2005) assertion that personality type may influence 
an individual to favor either external or internal ways of knowing, it is possible that some 
individuals may be more inclined towards worldviews that value their respective ways of 
knowing.  This is important because it suggests that to support the development of these 
participants, that the curriculum be open and inclusive to values of both scientific-rational and 
pluralistic-relativist perspectives and/or include both external and internal ways of knowing.    
Implications for Learning 	   Self-referential learning. The participants were able to use self-referents to create their 
own internal knowledge to manage the direction of their thoughts, prevent negative emotions 
from escalating, manage the level of tension in the body, and return to a state of present focus.  
This suggests that becoming aware of self-referents may be a helpful way to prevent or manage 
the symptoms music performance anxiety, and that including this in the music curriculum might 
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help learners to maintain a more healthy balance as they may be more aware of their own 
intellectual, emotional, and physical needs. 
 Internal knowledge creation did not only lead to new interior understandings, but made it 
possible for the participants to become aware of underdeveloped ear training, and musical 
communication skills.  This suggests that interior learning may be an important precursor to 
learning in other quadrants, or it supports integral perspectives that illuminate the need for 
learning in various quadrants.   
 The reflective practices of journaling and art response fostered self-referential awareness.  
Journaling provided a way to capture inner dialogue that unfolded during music making, and to 
translate non-verbal emotions and felt states into words. Art response provided an additional 
internal referent based upon macro or holistic perspectives of the event.  These two different 
internal perspectives served as contrasting self-referents from which the participants could form 
self-efficacy beliefs about their ability to improvise. This suggests that both journaling and art 
response might be helpful to learners who may be basing their self-efficacy beliefs only upon 
their memories of errors that occurred during music making. Creating additional self-referents 
may help learners to have multiple perspectives from which to assess their own progress, and 
may be most beneficial for those who have extremely negative self-perceptions or self-beliefs. 
 The use of guided imagery and body-scanning techniques helped the participants to gain 
a greater sense of agency as it helped them to focus in a systematic way upon the physical 
sensations in their bodies. This suggests that the use of guided exercises might be a helpful way 
for a facilitator to deepen a learners’ awareness of self-referents or to provide guidance for how 
internal knowledge might be applied to practice. 
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 Learning to express one’s musical voice. Free improvisation allowed the participants to 
reconnect with their musical voice.  This connection, in and of itself, was a type of self-referent 
that in this study was expressed in four forms; self-assessment, non-verbal expression and 
creativity, emotional processing, and enjoyment.  During sound explorations the participants 
made self- assessments, but in improvisations were disconnected from their ability to self-assess, 
as they were concerned about external criteria and the expectations of others.  This demonstrates 
the importance of providing opportunities for learners to set and self-assess based upon their own 
criteria in original creative projects or music making. 
 In the case of non-verbal expression and creativity, free improvisation offered an outlet 
for the participants to express their individual musical ideas.  This provided another internal 
referent as the participants could compare how they felt making music in and outside of the free 
improvisation workshop. The sense of freedom that many of participants reported that they felt 
during free improvisations provided an emotional reference point from which to compare their 
other experiences. Because free improvisation may provide a unique container for self-
expression and creativity it is important to include opportunities for learners to explore their 
musical voice in this and other ways. 
 There were multiple examples of how free improvisation provided a healthy outlet for 
stress and for self-discovery.  Because it is possible that musicians may naturally rely more upon 
music for these purposes than those less involved in music, it might be helpful for time to be 
allocated in the curriculum for this type of music making.  This may be necessary because it 
might be difficult for some music learners to justify the time for this outside of formal learning 
environments because of fear related to the running out of time as discussed in the findings 
section.   
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 In the case of making music for love and joy, the participant accounts demonstrated how 
it was necessary for musical activities to focus the learner upon their own musical voice and 
desires rather than the expectations of others. This is likely the case as only the individual can 
determine what music or musical activities might bring joy or a sense of love for engagement.  
While free improvisation may have promoted positive emotions at times, at others it triggered 
self-conscious thoughts that created negative rather than positive emotions. What is important to 
take from this is that individuals might experience more joy for making music if they are offered 
autonomy and the ability to make choices about what music or musical activities they engage.  It 
might also be important for these choices to be supported without additional external criteria or 
expectations placed upon them by an authority. 
 Internalized fear-based motivation. While internalized fear-based motivation may be a 
successful coping strategy that results in high achievement in performance-based music 
environments, when applied to free improvisation it prevented effective musical communication.  
Fear of being separated from others or running out of time may be useful to motivate practice, 
however fear interferes with one’s ability to be focused in the present moment and create unity 
with others.  As was stated earlier, focus upon external criteria and pleasing an authority figure 
makes connection with one’s musical voice difficult.  Because internalized fear-based motivation 
is based upon generating fear around external criteria and authority, it may create additional 
barriers to effective musical communication in free improvisation. 
  Internalized fear-based motivation may point to the reason so few classically trained 
musicians engage in free improvisation or feel anxiety when they do.  Free improvisation creates 
a scenario where internalized fear-based motivation is no longer useful and actually makes music 
making more difficult. Classically-trained musicians who have utilized this strategy to achieve 
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high levels of success may not be interested in taking the risk of learning a new strategy that may 
seem opposite of what has worked for them in the past. Introducing free improvisation along 
with traditional performance music and maintaining a balance of these two types of music 
making in the curriculum might allow musicians the opportunity to develop and utilize multiple 
strategies for motivating achievement.   
 Worldview. It is likely that in learning environments that multiple worldviews will be 
held both by different learners and within an individual learner’s multiple lines (intelligences) of 
development.  It is also likely that stakeholders, such as teachers, administrators, parents, and 
community members, may hold multiple worldviews.  For these reasons, it is important to make 
worldview explicit and to build curricula that support and scaffold learning from these multiple 
perspectives.  In this study, the participants who held scientific-rational worldviews learned and 
interpreted their learning differently than those who held pluralistic-relativist worldviews.  This 
suggests the need for both curricula generated from each worldview and for the interpretation of 
that curriculum from multiple perspectives.  Multiple interpretations of curricula likely occur in 
learning environments; however, making this explicit and expanding curricular offerings may 
support learners who do not hold the same worldview as the dominant curriculum or 
interpretation. 
 Cultivating skills from new forms of musical engagement.  In this study the 
participants learned that free improvisation required different musical skills and dispositions than 
those cultivated through engaging in performance music.  A participatory form that is open and 
emerges moment-by-moment, free improvisation affords opportunities for learners to develop 
collaboration and musical communication skills, ear training skills, and a sense of agency or 
internal authority. 
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 Creating music together is difficult. During free improvisations the participants found it 
difficult to create music with one another for several possible reasons; 1) they were unable to 
access their own musical voice because they feared the judgment of others, 2) they were 
accustomed to being provided external criteria to determine their musical contribution, 3) they 
did not have sufficient experience or proficiency generating or initiating musical ideas, 4) they 
did not have sufficient experience or proficiency listening and responding to others ideas, 5) they 
were unable to maintain present focus.  While the participants came to the workshop with 
anxiety about their lack of improvisation skill or experience, they became aware of these 
underdeveloped areas through engagement and reflection.  This suggests that free improvisation 
paired with reflective tools may provide learners with a way to identify and remedy 
underdeveloped skills. 
 Ear training skills. In addition to conversational issues, the participants discovered that 
they had difficulty expressing their own musical ideas because they lacked the ability to play on 
their instrument the ideas that they heard in their mind.  Engaging in free improvisation helped 
the participants to become more aware of the need to improve their mind-to-instrument skills, 
and understand the need for ear training.  Free improvisation might therefore be an effective 
addition to current ear-training curricula as it might connect learners with the purpose for this 
learning, and motivate them in a different way that is more based in collective music making 
than individual skill development through isolated practice. 
 Limiting structures. The participants identified curricular structures that at times limited 
their expression and creativity. These included meeting the demands of an external authority, or 
meeting of external criteria as set by the curriculum.  They shared that they desired more 
flexibility within the curriculum that would allow for music making that is of and for the self, for 
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more control over assessment, for more autonomy, and for more freedom for personal creativity.  
Including free improvisation in the curriculum may allow a means for learners to make music on 
their own terms in a way that is self-assessed and supervised by their own musical authority, and 
may serve to balance current offerings that may be more externally focused.    
Recommendations for Educators and Facilitators  
1. Educators can refrain from using fear-based motivation or encouraging internalized 
fear-based motivation by paying careful attention to the words and phrases they use to motivate 
learners.  Learners with excesses of internalized fear-based motivation may not need additional 
external fear-based motivation as they may already produce an adequate or excessive amount 
needed to engage in competitive music making activities.  
2. Learners who fear being excluded from activities may need additional support in the 
form of unconditional acceptance from their teachers no matter the result of competitive events, 
or in more extreme cases they may need to refrain from engagement in competitive or ranked 
activities as this may interfere with their learning.  These learners may need to be directed to 
more participatory or pluralistic-relativist activities where inclusion and connection are not 
directly dependent upon achievement. 
3. Learners who fear that they do not have enough time to achieve success may need to 
be able to negotiate goals and the timetables for completion of those goals based upon their 
overall commitments and resources of time.  For those with less available time, negotiating 
alternative goals or timetables may help these individuals to achieve more as the time they do 
spend on learning is not stifled by fear.      
4. Educators can model non-judgment and encourage healthy levels of internalized fear-
based motivation in appropriate situations, or conversely they can model non-judgment and 
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encourage safe spaces for community expression and creativity where internalized fear-based 
motivation is not appropriate. 
5. Music learning based upon pluralistic-relativist values may be more relevant and 
developmentally appropriate for some students than others.  Inclusion of alternatives within and 
in tandem with current music learning opportunities are needed so that all students are offered 
opportunities to grow that are congruent with their values (worldview/personality). 
6.  Including free improvisation in the curriculum might improve ear training, musical 
communication, and collaboration skills, and support the development of musical creativity. 
Future Research 
 Improving upon the current study. 
 Using visual art response to explore felt states and inner dialogue. In this study, art 
response was used as a way to respond to the recordings of the improvisations.  While this 
activity accomplished what I intended (it helped the participants listen to the music as a whole 
instead of for their individual errors), it would have been beneficial to repurpose the activity and 
use art making to explore other issues.  For example, visual art could have been a way for the 
participants to express their felt states during the times that they experienced each of their 
witnesses.  While I did have the participants scan their bodies to increase their awareness of 
stress, tension, and emotions, making those sensations visible via an art response may have 
increased awareness further both through an extended engagement with the sensations and in 
transferring those feelings into an art object. 
 Using movement to explore felt states and inner dialogue. Movement was only used 
minimally in the workshop series (in the sound sculpture, milling around the room, and in Lisa’s 
art response).  Using movement to make visible and amplify physical sensations or emotions 
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could have potentially increased awareness for the individual participants, and could have served 
as a mirror for others to reflect upon their own feelings as well.  Using the body to act out or 
express these feelings non-verbally or with a word depicting the emotion or physical sensation 
could have potentially made better use of the body scan information, and may have helped the 
participants connect their sensations more directly to their thoughts. 
 Group art making as a way to engage in non-verbal dialogue. The workshops in this 
study were designed to promote non-verbal communication through music-making.  Using 
movement, visual art, and gestural acting to engage in non-verbal communication may have been 
a helpful way to scaffold communication in a playful way, and may have helped the participants 
to become more attuned to one another in a less threatening way than with music (as was the 
case in the pilot study).  While I did facilitate a few transfers from non-musical art forms to 
music, using this approach to a greater extent may have helped the participants to better 
communicate musically with one another. 
 Moving beyond this study. 
 Problem-centered or solution-finding research. While Leavy (2011) suggests that 
transdisciplinary research be problem-centered, I propose that it should be solution-finding.  
Perhaps this is implied in her work, but changing the focus upon finding a solution is a much 
more difficult task and is somewhat overlooked in research including the present study.  I admit 
that the focus of this study was to illuminate the problems and issues faced by the participants, 
but I did not engage the participant researchers in a process where they actively sought to make 
changes together.  To be fair, the workshops did effect some change, however, it was small and 
incidental.  For the research to have been solution-finding, another phase of the research would 
be needed where the participant researchers were involved in the analysis in a more action 
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research oriented project.  Ideally, the participant researchers would have been equal partners in 
designing a new workshop series, a modified curriculum, or individual practice paradigm that 
took into account the findings of the current phase of research.   
 To move the current research into a solution-finding phase, I propose a new study where 
a group of participant researchers work for a period of six to nine months.  In this time period the 
participant researchers could be equally responsible in the research process, and could analyze 
their own data with a critical partner.  These analyses could be shared as a group in action 
research cycles before a next phase of improvisation workshops re-designed by the participant 
researchers.  In this way, the participant researchers would be more empowered to find solutions 
together and would be accountable to one another in a collaborative process.  Involving future 
and/or practicing teachers in such a process could be a potentially powerful way to introduce the 
tensions and conflicts in values that multiple worldviews create and to make them aware of the 
“elephant of fear” that remains unspoken in many classrooms.  
Coda 
 
Dear friends, 
What shall we do? 
It seems we each live in different self-worlds. 
Each with our own aims, values, and concerns, 
Each looking out at others in disbelief, disappointment, or disgust 
And in awe, in wonder, receiving inspiration. 
 
I wonder…. 
What would it take?  
To create a space so safe  
We could grow in the self-world we are growing 
We could heal from the snares that arrest, 
We could listen and acknowledge the self-worlds of others 
Knowing we are all doing our best. 
 
To accept the beauty of human unfolding 
Even as it challenges and disintegrates our old self-worlds 
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Nudging us to expand and include 
To embrace a richer and deeper perspective 
And to forgive ourselves for what we once could not see or understand. 
 
Perhaps all is unfolding well 
When our self-worlds collide and clash 
When we shatter each other’s illusions 
Perhaps it is in this way we serve one another well 
 
May we expand ourselves to include one another! 
May we expand and include our self, transformed! 
 
 
	  284 
 
References  
 
Aigen, K. (2005).  Playin’ in the band: A qualitative study of popular music styles as clinical 
 improvisation.  Gilsum, NH:  Barcelona Publishers. 
 
Allen, P. B. (1995).  Art is a way of knowing:  A guide to self-knowledge and spiritual 
 fulfillment through creativity.  Boston:  Shambhala Publications, Inc. 
 
Allen, P. B. (2005). Art is a spiritual path. Boston: Shambhala. 
 
Allen, P. B. (2012).  Art as enquiry:  Towards a research method that holds soul truth.  
 Journal of Applied Arts & Health (3)1, 13-20. 
 
Ansdell, G. (1995). Music for life: Aspects of creative music therapy with adult clients. Bristol, 
 PA:  Jessica Kingsley Publishers Ltd. 
 
Barrett, M. S., & Stauffer, S. L. (Eds). (2012). Narrative soundings: An anthology of narrative 
inquiry in music education. New York: Springer. 
 
Bateson, G. (1972). Steps toward an ecology of mind. New York: Ballantine. 
 
Beck, D. E., & Cowan, C. C. (1996). Spiral dynamics: Mastering values, leadership, and change. 
Malden, MA: Blackwell Publishing. 
 
Berendt, J-E. (1983). The world is sound: Music and the landscape of consciousness. Rochester, 
VT: Destiny Books. 
 
Berkowitz, A. (2010). The improvising mind: Cognition and creativity in the musical moment. 
 New York:  Oxford University Press. 
 
Bonny, H. L. (2002). Music consciousness: The evolution of guided imagery and music. Gilsum, 
NH:  Barcelona Publishers. 
 
Bonny, H. L., & Savary, L. M. (1990). Music and your mind: Listening with a new 
consciousness. Barrytown, NY: Station Hill Press. 
 
Borgo, D. (2007). Free jazz in the classroom: An ecological approach to music education. 
 Jazz perspectives, 1(1), 61-88. 
 
Boyce-Tillman, J. (1996). A framework for intercultural dialogue in music. In M. Floyd (Ed.), 
 World musics in education (pp. 43-94). Aldershot, UK: Scholar Press. 
 
Boyce-Tillman, J. (2000). Promoting well-being through music education. Philosophy of  Music 
 Education Review, 8(2), 89-98. 
	  285 
 
Boyce-Tillman, J. (2004). Towards an ecology of music education. Philosophy of Music 
 Education Review, 12(2), 102-125. 
 
Boyce-Tillman, J. (2005).  Constructing musical healing: The wounds that heal. [Kindle 
 version]. Retrieved from Amazon.com. 
  
Boyce-Tillman, J. (2009). The transformative qualities of a liminal space created by 
 musicking. Philosophy of Music Education Review, 17(2), 184-202. 
 
Bresler, L. (1994).  What formative research can do for music education: a tool for informed 
 change.  Quarterly Journal of Music Teaching & Learning. (5)3, 11-24. 
 
Bronfenbrenner, U. (1979). The ecology of human development: Experiments by nature and 
 design. Cambridge, MA: Harvard University Press.  
 
Bruscia, K. E. (1987).  Improvisational models of music therapy.  Springfield, IL:  
 Charles C. Thomas Publisher.   
 
Campbell, P. S. (2009). Learning to improvise music, improvising to learn music.  In G. Solis & 
B. Nettl (Eds.), Musical improvisation: Art, education, and society (pp. 119-142). Urbana, 
IL: University of Illinois Press. 
 
Campbell, P. S. (2010).  Songs in their heads:  Music and its meaning in children’s lives.   
 New York:  Oxford University Press. 
 
Chodorow, J. (1997).  Jung on active imagination.  Princeton, NJ:  Princeton University Press. 
 
Clarke, E. (2011). Music perception and musical consciousness. In D. Clarke & E. Clarke (Eds.), 
Music and consciousness: Philosophical, psychological, and cultural perspectives (pp. 
193-213). Oxford, UK: Oxford University Press. 
 
Clarkson, A. (2002). A curriculum for the creative imagination. In T. Sullivan & L. Willingham 
(Eds.), Creativity and music education (pp. 52-76). Edmonton, Alberta: Canadian Music 
Educators' Association. 
 
Clements, A. C. (Ed.). (2010). Alternative approaches in music education: Case studies from the 
field. Lanham, MD: Rowman & Littlefield. 
 
Corey, M.S., Corey, G., & Corey, C. (2010). Groups: Process and practice (8th ed.) Belmont, 
 CA:  Brooks/Cole, Cengage Learning. 
 
Craig, G. (2011). The EFT manual. Santa Rosa, CA: Elite Books. 
 
Crandall, J. (1986). Self-transformation through music. Wheaton, IL: The Theosophical 
Publishing House. 
	  286 
 
Crowe, B. (2004). Music and soul making: Toward a new theory of music therapy. 
 Lanham, MD:  Scarecrow Press, Inc. 
 
Csikszentmihalyi, M. (1990). The psychology of optimal experience. New York: Harper&Row.  
 
Custodero, L. A. (2012). The call to create: Flow experience in music learning and teaching. In 
D. Hargreaves, D. Miell, & R. MacDonald (Eds.), Musical imaginations: 
Multidisciplinary perspectives on creativity, performance, and perception (pp. 369-384). 
Oxford, UK: Oxford University Press. 
 
Davis, W. B., Gfeller, K. E., & Thaut, M. H. (1999). An introduction to music therapy: Theory 
and practice (2nd ed.). Boston: McGraw-Hill.  
 
De Chardin, P. T. (2011). The phenomenon of man. New York:  Harper Perennial Modern 
 Classics. 
 
Dolan, D., Sloboda, J., Jensen, H. J., Crüts, B., & Feygelson, E. (2013). The improvisatory 
approach to classical music performance: an empirical investigation into its 
characteristics and impact. Music performance Research, 6, 1-38. 
 
Esbjörn-Hargens, S. (2010). Integral theory in service of enacting integral education:  
 Illustrations from an online graduate program.  In Esbjörn-Hargens, S., Reams, J. & 
 Gunnlaugson, O. (Eds.). Integral education: New directions for higher learning, [Kindle 
 edition]. (Chapter Five). Retrieved from Amazon.com. 
 
Esbjörn-Hargens, S., Reams, J. & Gunnlaugson, O. (Eds.). (2010a).  Integral education: New 
 directions for higher learning. [Kindle edition]. Retrieved from Amazon.com. 
 
Esbjörn-Hargens, Reams, J, & Gunnlaugson. (2010b). The emergence and characteristics of 
 integral education: An introduction.  In Esbjörn-Hargens, S., Reams, J. & Gunnlaugson, 
 O. (Eds.). Integral education: New directions for higher learning [Kindle edition] 
 (Chapter One). Retrieved from Amazon.com. 
 
Forinash, M. (2005). Music therapy. In Malchiodi, C. (Ed), Expressive therapies. (46-67). 
 New York: Guilford Press. 
 
Frankl, V. (1966). Self-transcendence as a human phenomenon. Journal of Humanistic 
 Psychology (6), 97. 
 
Franklin, M. A. (2012). Know thyself: Awakening self-referential awareness through art- based 
 research. Journal of Applied Arts & Health. (3)1, 87-96. 
 
Gardner, H. (1983). Frames of mind: The theory of multiple intelligences. New York: Basic 
Books. 
 
	  287 
Gardner, H. (1999). Intelligence reframed: Multiple intelligences for the 21st Century. New 
York: Basic Books. 
 
Gardstrom, S. C. (2007). Music therapy improvisation for groups: Essential leadership 
competencies. Gilsum, NH: Barcelona Publishers. 
 
Goldstaub, P.  (1996).  Opening the door to classroom improvisation.  Music Educators 
 Journal. (82)5, 45-51. 
 
Gorelick, K. (2005). Poetry therapy. In Malchiodi, C. (Ed), Expressive therapies (pp. 117-139). 
 New York: Guilford Press. 
 
Goleman, D. (1995). Emotional intelligence. New York: Bantam Books. 
 
Graves, C. W. (1970). Levels of existence: An open system theory of values. Journal of 
humanistic psychology. 10(2), 131-155. 
 
Green, L. (2001). How popular musicians learn: A way ahead for music education,  
 London:  Ashgate Press. 
 
Green, L. (2005). Musical meaning and social reproduction: A case for retrieving autonomy. In 
D. K. Lines (Ed.), Music education for the new millennium: Theory and practice futures 
for music teaching and learning (pp. 75-90). Oxford: Blackwell. 
 
Green, L. (2008). Music, informal learning and the school: A new classroom pedagogy. 
Burlington, VT: Ashgate. 
 
Hamel, P. M. (1979). Through the self to the music: How to appreciate and experience music 
anew (P. Lemesurier, Trans.). Boulder, CO: Shambhala. (1976). 
 
Hallam, S., & Creech, A. (Eds.). (2010). Music Education in the 21st Century in the United 
Kingdom: Achievements, Analysis and Aspirations. London, UK: Institute of Education-
London. 
 
Halprin, D. (2003). The expressive body in life, art and therapy:  Working with movement, 
 metaphor and meaning. Philadelphia: Jessica Kingsley Publishers. 
 
Hendricks, K. S. (2009). Relationships between the sources of self-efficacy and changes in 
competence perceptions of music students during an All-State Orchestra event. 
Unpublished doctoral dissertation. University of Illinois, Urbana-Champaign.  
 
Hendricks, K. S., Smith, T. D., & Stanuch, J. (in press). Creating safe spaces for music learning. 
Music Educators Journal. 
 
Hickey, M. (2009). Can improvisation be ‘taught’?: A call for free improvisation in our  schools. 
International Journal of Music Education, 27(4), 285-299. 
	  288 
 
Higgins, L. (2012).  Community music:  In theory and in practice.  New York:  Oxford 
 University Press. 
 
Higgins, L., & Campbell, P. S. (2010). Free to be musical: Group improvisation in music. 
Lanham, MD: Rowman & Littlefield. 
 
Horovitz, E. G. (2002). Spiritual art therapy: An alternate path (2nd ed.). Springfield, IL: 
Charles C. Thomas. 
 
Hsieh, S-C. (2012). Cognition and musical improvisation in individual and group contexts. In O. 
Odena (Ed.), Musical creativity: Insights from music education research (pp. 149-164). 
Farnham, Surrey, UK: Ashgate. 
 
Jorgensen, E. (2003). Transforming music education. Bloomington and Indianapolis, IN: Indiana 
University Press, 2003. 
 
Jung, C. G., & Shamdasani, S. (2009). The red book: Liber novus. New York:  WW Norton & 
 Co Inc. 
 
Kanellopoulos, P. A. (2007). Musical improvisation as action: An Arendtian perspective.  Action, 
 Criticism, and Theory for Music Education, 6(3), 97-127. 
 
Kanellopoulos, P. A. (2011). Freedom and Responsibility: The Aesthetics of Free Musical 
 Improvisation and Its Educational Implications—A View from Bakhtin. Philosophy of 
 Music Education Review, 19(2), 113-135. 
 
Kanellopoulos, P., & Wright, R. (2012). Improvisation as an informal music learning process: 
Implications for teacher education.  In S. Karlsen & L. Väkevä (Eds.), Future prospects 
for music education: Corroborating informal learning pedagogy (pp. 129-157). 
Newcastle upon Tyne, UK: Cambridge Scholars Publishing. 
 
Karlsen, S., & Väkevä, L. (Eds.). (2012). Future prospects for music education: Corroborating 
informal learning pedagogy. Newcastle upon Tyne, UK: Cambridge Scholars Publishing. 
 
Kemmis, S. & McTaggart, R. (Eds.). (1988). The action research planner (3rd ed.). Victoria:  
Deakin University. 
 
Kenny, D. T. (2011). The psychology of music performance anxiety. New York: Oxford 
University Press. 
 
Knill, P. J., Barba, H.N., & Fuchs, M. N. (2004).  Minstrels of soul:  Intermodal expressive 
 therapy.  Toronto:  EGS Press. 
 
Koen, B. D. (2009). Beyond the roof of the world: Music, prayer, and healing in the Pamir 
 mountains. New York:  Oxford University Press. 
	  289 
 
Kossak, M. (2007).  Attunement: Embodied transcendent experience explored through sound 
 and rhythmic improvisation.  (Unpublished Doctoral Dissertation).  Union Institute & 
 University, Cincinnati, Ohio.   
 
Kossak, M. (2012). Art-based enquiry:  It is what we do! Journal of Applied Arts & Health. 
 (3)1, 21-29. 
 
Kratus, J. (1991). Growing with improvisation. Music Educators Journal, 78(4), 36-40. 
 
Bstan-zin-rgya-mtsho, D. L. XIV. (2012). Beyond religion: Ethics for a whole world. New York, 
NY: Random House. 
 
Leavy, P. (2009).  Method meets art: Arts-based research practice. New York: Guilford Press. 
 
Leavy, P. (2011). Essentials of transdisciplinary research: Using problem-centered 
methodologies.  Walnut Creek, CA: Left Coast Press.  
 
Levine, S. K. & Levine, E. G. (1999).  Foundations of expressive arts therapy:  Theoretical and 
 clinical perspectives.  Philadelphia:  Jessica Kingsley Publishers. 
 
Lines, D. K. (2005). Improvisation and cultural work in music and music education. In D. K. 
Lines (Ed.), Music education for the new millennium (pp. 65-73). Malden, MA: 
Blackwell Publishing. 
 
Loman, S. T. (2005). Dance/movement therapy. In Malchiodi, C. (Ed), Expressive therapies. 
 (pp. 68-89). New York: Guilford Press. 
 
MacDonald, R., Wilson, G., & Miell, D. (2012). Improvisation as a creative process within 
contemporary music. In D. Hargreaves, D. Miell, & R. MacDonald (Eds.), Musical 
imaginations: Multidisciplinary perspectives on creativity, performance, and perception 
(pp. 242-256). Oxford, UK: Oxford University Press. 
 
Malchiodi, C. A. (2002). The soul’s palette: Drawing on art’s transformative powers for health 
and well-being. Boston: Shambhala. 
 
Malchiodi, C. (Ed). (2005). Expressive therapies. New York: Guilford Press. 
 
Malloch, S. & Trevarthen, C. (2009). Communicative musicality: Exploring the basis of human 
 companionship. Oxford: Oxford University Press. 
 
Maslow, A. H. (1943). A theory of human motivation. Psychological review, 50(4), 370-396.  
 
May, R. (1994). The courage to create. W.W. Norton & Company. 
 
	  290 
McGrath, C. (2012). Music performance anxiety therapies: A review of the literature (Doctoral 
dissertation, University of Illinois at Urbana-Champaign). Retrieved from 
https://www.ideals.illinois.edu/bitstream/handle/2142/31063/McGrath_Casey.pdf?sequen
ce=1 
 
McNiff, S. (1992). Art as medicine: Creating a therapy of the imagination. Boston:                  
 Shambhala. 
 
McNiff, S. (1998a). Art-based research. London: Jessica Kingsley. 
 
McNiff, S. (1998b). Trust the process:  An artist’s guide to letting go. Boston: Shambhala. 
 
McNiff, S. (2003). Creating with others: The practice of imagination in life, art, and the workplace. 
Boston, MA: Shambhala. 
 
McNiff, S. (2004). Art heals:  How creativity cures the soul. Boston: Shambhala. 
 
McNiff, S. (2009). Integrating the arts in therapy:  History, theory, and practice. 
  Springfield, IL:  Charles C. Thomas. 
 
McNiff, S. (Ed.). (2013). Art as research: Opportunities and challenges. Bristol, UK: Intellect Books. 
 
McPherson, G. E., & Davidson, J. W. (2006). Playing an instrument. In G. E. McPherson (Ed.), 
The child as musician: A handbook of musical development (pp. 331-351). New York: 
Oxford University Press. 
 
McPherson, G. E., & McCormick, J. (1999). Motivational and self-regulated learning 
components of musical practice. Bulletin of the Council for Research in Music Education, 
141, 98-102. 
 
Mell, M. R. (2010). Body, mind, spirit: In pursuit of an integral philosophy of music teaching 
and learning. (Doctoral dissertation, Temple University). Retrieved from ProQuest 
database (UMI No. 3423239). 
 
Merritt: S. (1996). Mind, music, and imagery: Unlocking the treasures of your mind. Santa Rosa, 
CA: Aslan Publishing.  
 
Miles, M. B., & Huberman, A. M. (1984). Qualitative data analysis: A sourcebook of new methods. 
 Beverly Hills, CA:  Sage Publications, Ltd. 
 
Montello, L. (2002).  Essential musical intelligence:  Using music as your path to  healing, 
 creativity, and radiant wholeness. Wheaton, IL:  Quest Books. 
 
Nachmanovitch, S. (1990).  Free play:  Improvisation in life and art. Los Angeles:   
 Jeremy P. Tarcher, Inc. 
 
	  291 
NAfME (2012).  National Association for Music Education homepage. Retrieved at 
http://www.menc.org. 
 
Nelson, G., & Prilleltensky, I. (2010). Community psychology: In pursuit of liberation and well-
being (2nd ed.). New York: Palgrave MacMillan. 
 
Nettl, B. & Russell, M. (Eds.). (1998). In the course of performance: Studies in the world of 
 musical improvisation. University of Chicago Press. 
 
Oliveros, P. (2010). The collective intelligence of improvisation. In J. Zorn (Ed.), Arcana V: 
Music, magic, and mysticism (pp. 292-296). New York: Hips Road. 
 
O’Neill, S. A. (2012a). Becoming a music learner: Toward a theory of transformative musical 
engagement. In G. E. McPherson & G. F. Welch (Eds.), The Oxford handbook of music 
education, Vol. 2 (pp. 163-186). New York: Oxford University Press. 
 
O’Neill, S. A. (2012b). Introduction: Perspectives and narratives on personhood and music 
learning. In S. A. O’Neill (Ed.). Personhood and music learning: Connecting 
perspectives and narratives (pp. 1-14). Waterloo, ON, Canada: Canadian Music 
Educators Association. 
 
Oshinsky, J. (2008).  Return to child:  Music for People’s guide to improvising music and authentic 
group leadership. Goshen, CT: Music for People. 
 
Pavlicevic, M. (2000). Improvisation in music therapy: Human communication in sound. Journal of 
Music Therapy, 37(4), 269-285. 
 
Pavlicevic, M. (2003).  Groups in music:  Strategies from music therapy. Philadelphia:  Jessica Kingsley 
Publishers. 
  
Pavlicevic, M. & Ansdell, G. (2004).  Community music therapy.  Philadelphia:  Jessica 
 Kingsley Publishers. 
 
Paynter, J. (1992). Sound and structure. Cambridge, UK: Cambridge University Press. 
 
Paynter, J., & Aston, P. (1970). Sound and silence: Classroom projects in creative music. 
Cambridge, UK: Cambridge University Press. 
 
Perret, D. (2005). Roots of musicality:  Music therapy and personal development. Philadelphia:  
 Jessica Kingsley Publishers. 
 
Plach, T. (1980). The creative use of music in group therapy. Springfield, IL:  Charles C. 
Thomas. 
 
Renwick, J., & McPherson, G. E. (2002). Interest and choice: Student-selected repertoire and its 
effect on practising behaviour. British Journal of Music Education, 19, 173-188. 
	  292 
 
Rogers, C. R. (1969). Freedom to learn.  Columbus, OH:  Charles E. Merrill Publishing. 
 
Rogers, C. R. (1980). A way of being. Boston: Houghton Mifflin.  
 
Rogers, C. R. (1989). On becoming a person:  A therapist’s view of psychotherapy. Boston:  Houghton 
Mifflin Co. 
 
Rogers, N. (1993). The creative connection:  Expressive arts as healing. Palo Alto, CA:  Science & 
Behavior Books, Inc.  
 
Runco, M. A. (2007). Creativity: Theories and themes: Research, development, and 
 practice. Burlington, MA: Elsevier Academic Press. 
 
Sarath, E. (2010). Jazz, creativity, and consciousness: A blueprint for integral education.  
 Esbjörn-Hargens, S., Reams, J. & Gunnlaugson, O. (Ed.), Integral education: New 
 directions for higher learning. [Kindle edition]. (Chapter Ten). Retrieved from 
 Amazon.com. 
 
Sarath, E. (2013). Improvisation, creativity, and consciousness: Jazz as integral template for 
music, education, and society. Albany, NY: State University of New York Press. [Kindle 
edition]. Retrieved from Amazon.com. 
 
Sawyer, R. K. (1999). Improvised conversations: Music, collaboration, and development. 
 Psychology of Music, 27(2), 192-205. 
 
Sawyer, R. K. (2006). Group creativity: Musical performance and collaboration. Psychology 
 of Music, 34(2), 148-165. 
 
Schaffer, R. M. (1977). The tuning of the world. New York: Alfred A. Knopf. 
 
Schaffer, R. M. (1986). The thinking ear: Complete writings on music education. Toronto: 
Arcana Editions. 
 
Schucman, H., & Thetford, W. (2008). A course in miracles. Glen Ellen, CA:  Foundation for 
 Inner Peace. 
 
Solis, G. (2009). Introduction.  In G. Solis & B. Nettl (Eds.), Musical improvisation: Art, 
education, and society (pp. 1-17). Urbana, IL: University of Illinois Press. 
 
Smith, T. D. (2012).  A Journey from fear to playfulness:  Incorporating expressive arts 
 therapy practices in music learning.  Unpublished early research project, University of 
 Illinois. 
 
Stake, R. E. (1995). The art of case study research. Thousand Oaks, CA: Sage. 
	  293 
Stake, R. E. (2006). Multiple case study analysis. New York: Guilford Press. 
 
Steckler, E., & Torbert, W. R. (2010). A “Developmental Action Inquiry” approach to 
 teaching first-, second-, and third-person action research methods.  In  Esbjörn-
 Hargens, S. (Ed.) Integral education: New directions for higher learning, (Kindle 
 Locations 2348-2349). New York:  State University of New York Press. Kindle  Edition.  
 
Stewart, R. J. (1987). The spiritual dimension of music: Altering consciousness for inner 
development. Rochester, VT: Destiny Books. 
 
Stige, B., Ansdell, G., Elefant, C., & Pavlicevic, M. (2010). Where music helps: 
 Community music therapy in action and reflection. London: Ashgate.  
 
Turino, T. (2008). Music as social life: The politics of participation. Chicago, IL: University of 
Chicago Press. 
 
Turino, T. (2009). Formulas and improvisation in participatory music.  In G. Solis & B. Nettl 
(Eds.), Musical improvisation: Art, education, and society (pp. 103-116). Urbana, IL: 
University of Illinois Press. 
 
Volz, M. D. (2005). Improvisation begins with exploration. Music Educators Journal, 50-53. 
 
Welch, G. (2012). Musical creativity, biography, genre, and learning. In D. Hargreaves, D. Miell, 
& R. MacDonald (Eds.), Musical imaginations: Multidisciplinary perspectives on 
creativity, performance, and perception (pp. 385-398). Oxford, UK: Oxford University 
Press. 
 
Werner, K. (1996). Effortless mastery:  Liberating the master musician within.  New Albany, 
 IN:  Jamey Aebersold Jazz, Inc. 
 
Whitehouse, M. (1999).  The tao of the body.  In P. Pallaro (Ed.). Authentic movement: Essays 
 by Mary Starks Whitehouse, Janet Adler, and Joan Chodorow. London:   
 Jessica Kingsley. 
 
Wilber, K. (1996).  A brief history of everything.   Boston:  Shambhala Publications, Inc. 
   
Wilber, K. (2000a).  A brief history of everything.   Boston:  Shambhala Publications, Inc.   
 
Wilber, K. (2000b).  Integral psychology: Consciousness, spirit, psychology, therapy.  Boston:  
 Shambhala Publications, Inc.  
 
Wigram, T. (2004). Improvisation: Methods and techniques for music therapy clinicians, 
 educators and students. Philadelphia:  Jessica Kingsley Publishers. 
 
Yalom, I. D., with M. Leszcz. (2005). The theory and practice of group psychotherapy (5th ed.). 
New York: Basic Books. 
	  294 
Appendix A 
Institutional Review Board Approval:  University of Illinois 
 
 
	  295 
 
 
 
 
 
	  296 
 
 
	  
	  
	  
	  
	  
	  297 
Appendix B 
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Appendix C 
Music Background Questionnaire 
	  
 
1. Name: 
 
2. Age:   
 
3. Phone number: 
 
4. Highest level of education completed:  (please circle one)                                     
 high school, undergraduate, masters, doctorate, post-doctorate, other explain  
 
5. List all of your degrees including major areas of emphasis including the level of each (e.g. 
Undergraduate Music Education, Masters in Performance, etc.): 
 
6. Primary Instrument or Voice: 
 
7. List any secondary instruments or voice: 
 
8. Describe your experience with improvisation.  Please list any coursework that focused on 
or included improvisation, any performance experience you may have including formal 
and informal ensembles, any lessons or group learning you may have participated, and 
any other like experience. 
 
9. I am a proficient improviser:                     
  not proficient  1 2 3 4 5  proficient 
 
 
10. Explain your rating in question 10.  Describe why you hold this self-belief.  What do you 
base this rating upon, what comparisons are you making, what measures are you using, 
etc. 
 
11. Are their situations where you feel that you might have a higher or lower proficiency 
with improvisation?  If yes, describe what situations or genres that make you feel more 
proficient and less proficient. 
 
12. I experience performance anxiety when improvising:                  
  no anxiety   1        2   3        4         5  extreme anxiety 
 
13. Are there situations where you experience more anxiety or less anxiety?  If so, describe 
what conditions contribute to making you feel more or less anxious. 
 
14. I experience performance anxiety when performing:                 
  no anxiety   1      2 3 4 5  extreme anxiety 
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15. Describe what methods you use to reduce the symptoms of performance anxiety and/or to 
take advantage of the heightened state of alertness that typically comes right before a 
performance. 
 
16. How often has performance anxiety prevented you from participating in an ensemble?  
Never   1-2 times 3-5 times   5-7 times  more than 7 times 
 
17. How often has performance anxiety prevented you from participating as a soloist in an 
ensemble situation?              
Never   1-2 times 3-5 times   5-7 times more than 7 times 
 
18. How often has performance anxiety prevented you from participating as a solo recital 
performer?  Never   1-2 times 3-5 times   5-7 times  more than 7 times 
 
19. How often have you taken prescription medication such as a beta-blocker to reduce the 
symptoms of performance anxiety?                       
 Never    1-2 times    3-5 times      5-7 times  use routinely   prefer not to answer 
 
20. Have you ever participated in expressive arts or creative arts activities?  If yes, please 
explain what activities you have participated and how much experience you have had 
with each. 
 
21. How comfortable are you using other art forms such as drawing, acting, poetry writing, 
movement, etc.  Are there any that you prefer?  Are there any that you dislike or are 
uncomfortable using?  Please explain. 
 
22. Are there any arts activities that you know to be or suspect might be physically or 
emotionally uncomfortable for you to participate?  Please explain. 
 
23. Is there anything else you want me to know before you participate in this study? 
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Informed Consent  
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Appendix E 
Recruiting Materials 
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Appendix F 
Pre-Participation Interview Protocol 	  
Pre-participation interviews will be semi-structured and may include (but will be limited to) 
questions pertaining to the following issues: 
 
• Follow-up questions to clarify responses from the Music Background 
Questionnaire. 
• Questions that will expand upon the participants’ music background, experience 
with improvisation, experience with the expressive or creative arts, and 
experience with performance confidence. 
• Questions that will clarify the participants’ experience with primary, secondary, 
and other instruments or voice. 
• Questions about the individuals’ self-talk before, during, and after practice 
sessions, rehearsals, and performance situations. 
• Questions that will clarify the participants’ experience with using visioning, self-
talk, mindfulness techniques, and other methods to control their internal state of 
awareness, thoughts, or emotions while engaged in music practice, rehearsal, or 
performance. 
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Appendix G 
Post-Participation Interview Protocol 
 
Post-participation interviews will be semi-structured and may include but will be limited to 
questions pertaining to the following issues. 
 
• Questions that will make clear the participants’ perceptions of their experience 
with improvisation in the group.  
• Questions that will make clear the participants’ perceptions of their experience 
with using the expressive or creative arts. 
• Questions that will make clear the participants’ perceptions of their level of 
confidence before, during, or after the group sessions. 
• Questions that will make clear the participants’ perceptions of their abilities to 
improvise upon the various instruments and in the various situations experienced 
in sessions. 
• Questions about the individuals self-talk before, during, and after group sessions. 
• Questions that will make clear the participants’ experience with using visioning, 
self-talk, mindfulness techniques, and other methods to control their internal state 
of awareness, thoughts, or emotions while engaged in music practice, rehearsal, or 
performance. 
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Appendix H 
Final Reflection Questions 
	  
• What have you learned about yourself by engaging in the free improvisation exercises we 
did in this workshop? 
 
• Compare journaling with the art responses.  Did either or both help you to better 
understand your inner experiences during the improvisations? 
 
• How useful was this workshop in terms of improving your understanding of free 
improvisation?  Did the use of the other arts help you in your music learning?  Learning 
about yourself?   
 
• How likely are you to use art response to listening in your musical practice in the future? 
 
• Did you learn approaches to better manage inner talk as it relates to performance anxiety? 
 
• What do you wish that we had covered in more detail? 
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Appendix I 
Contact Summary Sheets
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Appendix J 
Pre-Interview Synthesis Dialogues 
 
 It is important to disclose that the following dialogues did not occur, but they are a 
construction based upon actual quotes from the participants that were recorded in individual pre-
participation interviews.  The quotes from these one-on-one interviews between each participant 
and I were then taken out of context and re-arranged as a group conversation in order for me to 
understand group dynamics.  After coding for emergent themes in the pre-workshop interview 
data set, quotes from the interviews were organized into a dialogue around these themes.  Care 
has been taken to accurately represent the context of these quotes and the frequency in which 
they occurred.  Minor changes have been made to the original quotes such as changes in tense or 
the addition of connecting dialogue.  These changes are made visible through italics for changes 
of tense, and the use of brackets for indicating added connecting dialogue.   
 While it is unlikely that such a conversation would actually occur in a group of peers due 
to anxieties around social comparison, the construction of this dialogue is an art-based 
interpretation intended to provide a concise description and summary of the participants at the 
point prior to workshop experience (see Appendix F for Pre-Interview Protocol).  
 
Are you judging me? I am judging me. 
 
TAWNYA:  So tell me about your experience with improvisation. 
 
JACK: I think we might have done a little bit in high school. I didn't do jazz band in high school, 
and that's where most of the improvisation happened. And then in my marimba ensemble that I 
did here [the university] last semester, he asked people to do a solo, and I tried it, but I didn't do 
very well. So I didn't actually perform one. 
TAWNYA: So in that situation, were you given instructions on how to improvise, or were they 
just saying, "Can you do it and if you can great and if not, oh well?" 
JACK: He gave us a chord progression to follow, but that was it. So you'd just hit notes in the 
different chords, I guess. 
	  311 
TAWNYA: In your current studio work right now, does your studio professor have you 
improvise, or do you have any instruction in improvisation…. or is it at all notation-based 
instruction? 
JACK: Right now it's all notation-based instruction. 
TAWNYA: Are there other people in your studio that improvise, and where do you think that 
they learned it? 
JACK: There might be some. I don't know anyone personally that can improvise. And they just 
probably learned from practicing it. 
TAWNYA: On their own, or some sort of outside experience? 
JACK: Yes. And then some people have like, sort of natural skill for improvisation. 
 
TAWNYA:  Meg, you are in the percussion studio, how about you?  How do you feel about 
tonal improvisations? 
 
MEG: …. I have no idea!  A lot of the time when I was doing jazz band in high school, I would 
have a vibraphone solo and they would want you to improv too, [even though] there was also 
written material….. I declined a few times, just because of that. Jazz is... it is easy to like... you 
can mess up a few things, and it kind of sounds more swingy, but I would just stop in the middle 
of something and I wouldn't be able to recover some times. 
T: Did you have a lot of instruction on how to do those solos in your jazz band? Or was it 
something you were kind of expected to figure out on your own? 
MEG: They kind of expected us to figure it out on our own. They kind of just, he would just put 
quarter notes and like you're supposed to play the eighth notes like Dah, du Dah du [swing 
rhythm] and I just did that, and then anything else that I saw that was something that wasn't 
connected to that, I was just kind of guessing. 
T: Okay. So you feel like... so maybe you were nervous because you felt like you hadn't had as 
much background with it? It may have made you feel more comfortable? 
MEG: Yeah. 
 
TAWNYA:  What about you Kari? What was your experience in high school? 
 
KARI: I think I had one day in class where we went through and were like, oh here's how you 
improvise, and he kind of made us do it, but it wasn't any real thing. It was really just a mess in 
that class, rather than being actual improvisation. Because it was all the students improvising at 
once, as opposed to a soloist over an ensemble. 
TAWNYA:  And you remember doing it only one day? 
KARI: Uh huh. 
 
TAWNYA:  John you have experience with jazz improvisation, right? 
JOHN: Yeah.  I work at a retirement home and sometimes they have me play, and I'll just play 
straight for about 30 minutes or an hour. 
T: What instrument do you play? 
JOHN: That's usually guitar. I've done euphonium once, but mostly with that. 
T: So are you playing tunes that you know, or... 
JOHN: maybe... like for jazz you'll have a basic head. I'll come up with basic, like ideas or riffs, 
and just elaborate. 
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T: All right. So you feel pretty comfortable with that? 
JOHN: Mmm hmmm. 
T: What about without any structure? Like if I said, "okay, here's your euphonium and I'm going 
to have my French horn and someone is going to have a saxophone and we're just gonna jam. 
Were not going to do jazz, we're just gonna listen to each other and play?" 
JOHN: I mean, I'd be a little more anxious about approaching it, but it wouldn't hold me back 
any. 
TAWNYA:  Would you be more nervous to improvise on the euphonium than on the guitar? 
JOHN: Yeah. 
 
 
TAWNYA: Has anyone had any experience with free improvisation or improvisation that was 
not genre specific? 
 
LISA: Yeah. Just like with no instruments. What we did was… a group thing. And so we had 
everybody starting, or one person started and made a sound, and then they would come in and 
people would just tap people, and then everybody would kind of just throw something in, and 
you could change whatever you wanted when somebody tapped you again. And it was just a lot 
of fun. And it was all body percussion and vocal, and just no instruments. And so we had 
somebody like, "once upon a time there was a bear, and blah blah blah," (laughs). It was 
awesome. 
 
TAWNYA:  So only one of you has had any experience with free improvisation, and most of you 
have had limited instruction on improvisation that was genre specific? 
 
All:  right. 
 
TAWNYA:  How many of you would experience anxiety if I asked you to improvise?  
 
All but John:  I would. 
 
MEG: If I know someone is watching me, I just, I can't... I freak out a lot, and then I just, I shake. 
 
MATTHEW:  [For me] it's really intimidating to do it, because I don't, I've tried playing by ear 
before, and it's something that doesn't work out very well for me. So sitting in a setting like that, 
it's really hard because I always feel like, I'm just going to fail, so why am I here even trying 
this? I would rather be sitting in the audience watching, but at the same time I'm not going to get 
anywhere if I don't at least try, so... 
 
TAWNYA:  Since most of you have had little experience with improvisation, why don’t we 
talk about performance anxiety in general?  
 
TAWNYA: What is going on in your mind, what are you thinking about when, let's say two 
weeks before a performance or a few days before a performance, or a few hours before 
performance? What kinds of thoughts are going through your mind? Do you build yourself up, 
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are you saying oh yeah this is going to be awesome, or do you have negative self-talk, or do you 
have a mix of both?  
MATTHEW: There's a mix of both. Is language a problem? 
TAWNYA: No. 
MATTHEW: A couple days before I will start, "I have to perform in a couple of days. Shit, shit, 
shit, shit, shit..." and so I'll start practicing more than I usually do and it's still "Shit, shit, shit, 
shit, shit..." and by the time I get to it a couple of hours before, it's like, "Ok Matthew, calm 
down. You've been practicing a lot more than usual, you can do this," but there's still that 
negative energy there. 
TAWNYA: Is this something that started for you when you came to music school, or when you 
were a student in high school, or junior high, or is this something you've always experienced 
since you've been a little kid? 
MATTHEW: I think it started around junior high. The first time I can remember... I've always 
been on stages. That's never necessarily been a problem for me. The first time I remember 
having stage fright was in fifth grade. 
TAWNYA: What was that at? What kind of event? 
MATTHEW: It was a musical the fifth-grade choir did. It was Christmas musical and I had a 
solo. And so I started singing and, I don't know if it was the vibrato developing in my singing, or 
what it was, but I remember my voice was shaking. And I wasn't entirely sure what it was. And, 
you know, starting violin, I was a terrible violinist when I started. I was one of those kids who 
got stuck in the back of the second violin section because I was that bad. And so that, I think 
really played into, "oh well, I sit back here so I'm not really good at all." And so, you know, I 
start taking lessons and getting better and I'm told by a teacher, you're doing really good this 
week. So I start saying, "can I play for this" or something like this, and they're like yeah sure, but 
then there was always someone else who was like, well we're going to use them instead. And 
then there were always my peers who are like, "Why aren't you as good as this person?" or "This 
person is better than you." 
TAWNYA: So the social comparison? 
MATTHEW: Yeah. And that's always been something consistent I've grown up with, this "Why 
aren't you as good as this person." 
TAWNYA: Is there a particular person who would say that to you over and over? A teacher or a 
parent, or yourself? 
MATTHEW: There was in high school. It was a specific girl. And we were all in a group of 
friends. The group of friends eventually disbanded but she was always the one, you're not as 
good as this person, why do you try sometimes, you know. 
 
TAWNYA:  So does it matter who is listening to you play? 
 
MEG: I know especially since I got here [the university], like playing in front of my studio, that's 
just a whole more anxiety to it. But I've always been nervous performing. Like concerts in front 
of people, because they are there to enjoy music, and if I don't play to the best of my ability and 
play it perfectly, then I feel like I let people down.  
 
LISA:  [Yes, it makes me nervous to play for] people who are more uptight.  Like, one day my 
friend and I walked in to the studio class and started playing a fiddling tune, and I started 
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improvising, and we had another person come in too, and then our professor walked in, and we 
were all just like, "ooooh, okay, we're done." (Laughs).  
LISA: I [also] think performance anxiety happens more for, like, juries, when they're like, "This 
is your grade!"  
TAWNYA: Right. And that makes sense to me. But can you speak to that a little bit? Do you 
feel that way in auditions too, where you're getting placed in groups, or is it just... 
LISA: I feel like, in juries, I... I don't want to say they are dumb, but I think they're dumb. 
(laughs). Because my teacher hears me improve. My teacher hears the play from this point to this 
point, so if we had an entrance jury and an ending jury in the semester, it would make more 
sense to me, because from my understanding, the point of it is to have somebody else credit your 
teacher, so that they are giving you an accurate grade. But how do they know where I started? 
And so that never made sense to me. And so it always makes me nervous because I'm like, "Oh, 
well, I haven't played for this person since last semester." For example, my jury has changed 
every semester so far, and so I've never had the same people. And so they don't hear if I've 
improved or if I've gotten worse, or if I'd stayed static. And so I get nervous every time because 
it's somebody new. 
TAWNYA: So you don't feel like there's any consistency that you can count on for a fair 
judgment? 
LISA: Right. And so it's just like, ok, well... whatever. 
TAWNYA: Yeah. 
LISA: And I go for it, but I have to.  But I guess, as far as auditions and stuff, I get nervous for it 
if I really want it. I mean, obviously. But when I'm done, if I put forth my best efforts then it 
doesn't really matter, because if my best effort wasn't good enough, then, like that's okay in my 
eyes, so... 
TAWNYA: so you're able to roll with it? 
LISA: Yeah. I mean, I'd be bummed, but who wouldn't? 
 
TAWNYA:  Right…..To go back to Meg’s point, are other’s of you more anxious playing with 
people that you know well, rather than strangers? 
 
KARI: [No,] Because the people I know well, they have heard me mess up. They have heard me 
play really bad. So they know when I'm playing really good. The people that I don't know, when 
I'm messing up, then they just think I'm bad. They automatically assume that I can't play well 
when I mess up. 
TAWNYA: Okay. So you assume that they're being judgmental about you? 
KARI: Right. 
TAWNYA: Do you think there are cases where people aren't thinking that, but you are? 
KARI: Um, I do think that there are a lot of cases like that. If I hear people mess up I'm not 
judging them. But for some reason part of me thinks that they are judging me no matter what. So 
I know that some people probably aren't judging me, but... 
TAWNYA: But still you kind of worry that they are? 
KARI: Right. 
 
MEG: [For me it has] a lot to do with pressure. Because I know I can play the solos and 
everything, but especially just performing in front of people and the whole ensemble is behind 
you listening to everything you're doing, that's just, that is a lot of pressure to me. 
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T: So you're aware that there are lots of people potentially judging? 
MEG: Yeah. Always judging. 
 
KARI: Oh yes. Because if I'm in a group I can mess up and no one will know that it's me. (both 
laugh). But if I'm the soloist, when I drop out for a whole section... 
TAWNYA: It's more noticeable. 
 
JOHN: [For me it is] just if I'm playing in front of new people. If I know the people, I usually 
don't have much of a problem. It's not too bad. Like, it won't, I'm not one of those people who 
like, shake or cannot play very well. It just gets me kind of freaked out a little. 
TAWNYA:  So what does happen to you? 
JOHN: I just get a little hot. My heart is racing, "am I doing this right? Am I doing that right?" 
TAWNYA:  So a lot of internal dialogue going on? 
JOHN: Yeah. And a lot of it is completely unnecessary (smiles) 
TAWNYA:  Would you say the unnecessary dialogue is especially critical, or is it just... 
JOHN: it's always really critical. 
TAWNYA:  And when you are around people you don't know as well, does that tend to be worse, 
or? 
JOHN: When I'm with people I don't know, yeah, it's usually worse. 
TAWNYA:  Why do you think that is? I'm just curious. 
JOHN: I just don't want to mess up. I'm trying to make sure I'm covering all the bases. 
TAWNYA:  Is it more because you are trying to make an impression? 
JOHN: Yeah. 
TAWNYA:  You don't know if they are going to be in-your-face judgmental afterwards, or…. 
JOHN: That's it. A little of both. 
TAWNYA:  Let's see, so you described taking relaxing breaths, trying to warm up, make sure 
you're warmed up, and talking to people, so just kind of... 
JOHN: feeling them out kind of. 
Ah, feeling them out? 
JOHN: Yeah. Trying to establish something so they're not complete strangers. So going back to 
the critical thing, I'm testing to see if they are going to be critical of me or not. 
TAWNYA:  So what if you run into someone who you really think will be a jerk? 
JOHN: I guess I freak out a little more. 
TAWNYA:  So at the same time, most of the time you talk to someone you feel a little better, but 
have there been cases... 
JOHN: I'm not really saying that it helps, it just gives me a little self-awareness, I guess. Because 
even if they are going to be critical it's not like that's going to help me knowing that at all. 
(laughs). Right. Ok. That's interesting. That's an interesting strategy. Would you find that most of 
the time it does help you though, to feel better? 
JOHN:  Yeah. 
 
TAWNYA:  Several of you have hinted at these, but what are your symptoms of 
performance anxiety?  
 
LISA: Sometimes my hand gets sweaty, and I'm like, "oh, my bow is going." And then I just 
abandon all hope and just keep on playing. (Laughs). That's when autopilot takes in. 
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TAWNYA: [Meg, didn’t you talk about how] you shake? 
 
MEG: [Yes] Just kind of what I said…..I just know everyone's watching me and, ugh. Yeah. 
There's some anxiety with that and that's pretty much it I guess. 
TAWNYA: When you experience anxiety, is it just right before the performance, or do you start 
getting nervous a day or two or a week before the performance? 
MEG: Like the day before the performance definitely, and then especially a few hours before, 
and then throughout the performance. And then afterwards I'm still a little shaky sometimes. 
TAWNYA: How long does it take you to recover after, becoming that nervous? 
MEG: Like a day later I'm just like, shake it off, kind of and I'll just put it behind me and try to 
put my heart in it the next time. 
T: Does it make you tired? After a performance do you feel tired? Or are you still nervous? 
MEG: I'm still kind of tight and stuff. Yeah. 
 
MATTHEW: [I have trouble with shaking too.]  It isn't so bad now as much as it once was, but 
when I started doing seating auditions and taking auditions for different ensembles, as soon as I 
stepped into a room I would start shaking. Like my whole body would start shaking and I would 
start sweating really badly, and just not really in control of my fine motor skills anymore. Just 
because I was shaking so badly, so it really affected my playing. And, you know, part of this 
might've been attributed to the fact that I may have been not have practiced as much as I should 
have, but I really feel like that hindered me. And then growing up, you know, I've developed this 
really bad tension problem that I have. And part of that I attribute to the nervousness that I get 
when I am performing. Now I don't sweat as much as I did, and I can generally, you know, keep 
the upper half of my body in control. There is still tension, which is something I'm still working 
on to relieve, and I probably will for a while still. But my legs still shake profusely when I 
perform, even if they are not locked.  
 
JACK: [Me too.] Whenever I'm doing a solo. Like, if I'm in a group, I'm normally pretty fine. 
But if I'm performing a solo, and it doesn't really matter who I'm performing in front of, my legs 
start to shake. And I'm aware of that, but there's absolutely nothing I can do to stop it except to 
keep playing until I stop. 
TAWNYA: Until you run out of the energy? 
JACK: Yeah. It doesn't affect my playing or anything, but it does, it bothers me that that happens. 
TAWNYA: So your only symptom is shaking? You don't sweat, or stomachache, or... 
JACK: A little. But not like a stomach ache. 
 
TAWNYA:  Kari, you mentioned before that you have had issues with anxiety. How are you 
doing with anxiety since you've been at the university, or even in your past? Is it the same, better, 
how would you describe it? 
KARI: It is getting better. At the beginning, I almost passed out on stage because it was just so 
bad. And then as I keep doing it, it gets better, so I still have those, like, right before I go out 
there jitters, but I'm not passing out. So that's good. 
 
TAWNYA:  So how well, or how do you cope with these symptoms? 
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MATTHEW: I've always heard bananas, starting in middle school, eat bananas. So that's 
something I will do and sometimes it's ridiculous, like if I've got a big thing coming up I'll eat 
three or four bananas an hour before. 
 
TAWNYA:  Meg, on your questionnaire you listed breathing as a way to calm yourself down.  
MEG: [Right.] I usually freeze up and just stop playing for a minute. Well, not really a minute, 
just a second, and then I try to get back into it. That's what I try to do. And I just kind of grit my 
teeth until I can get to the end. (Laughs) 
 
KARI: Yeah…. I'm more likely to be like [makes nonvocal expression] when I mess up, so... 
TAWNYA: so what does that mean? 
KARI: Making faces and trying to hide. 
TAWNYA: Why do you make faces and try to hide? What are you trying to communicate to 
your audience in that moment? 
KARI: I don't think I'm trying to communicate... I'm trying to like, "Oops, that was wrong. I 
messed up. I really didn't want to do that." 
TAWNYA: So you're trying to own it? 
KARI: Kind of. 
TAWNYA: So that people know that you know? 
KARI: Yeah, like, so that they know that I know that I'm wrong. 
-pause- 
KARI: [Actually,] since I've been at [the music school, anxiety] has done a lot to keep me out of 
[the group practice] studio, because I don't know those people. So when I go in there to practice, 
I automatically assume that they are thinking that I can't play, because, you know, when you 
practice you mess up a lot. Which I know isn't right, but that's one of the main things that it's 
done for me. And I've not tried out for any ensembles and I've missed a lot of professional 
meetings and stuff, so it's been hard. 
TAWNYA: So that kind of gets in the way of your own getting better and your development a 
little bit? 
KARI: It does. 
TAWNYA: So that has been a problem this year a little bit? 
KARI: Mmmm hmmm. 
TAWNYA: Have you talked to your studio professor about that, or is this something you're 
trying to do on your own? 
KARI: I've been trying mostly to handle it on my own. And this is actually why I began taking 
medication. So I'm trying to work on it, but if it gets to be too problematic, then I do have to go 
to my teacher about it. 
 
TAWNYA: Have you ever tried different strategies for trying to calm your nerves, or anything? 
 
JACK: Not really. I just sort of expect it to happen and go with it anyway. (Laughs) 
TAWNYA: But it looks like [on your questionnaire that] sometimes you have not volunteered to 
be a soloist because of nerves. 
JACK: Mmm hmmm. 
TAWNYA: Can you tell me about one of those times? Would you mind sharing a story about 
that? 
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JACK: I don't know if I have a specific story, but just in general I'd rather just wait for someone 
else to do it then have the spotlight on me, because I feel like I'm just gonna mess it up and 
they're gonna pick someone else anyway. 
TAWNYA: Is there a reason for you to have that feeling? Like, do you, has there ever been a 
time when that actually happened, or is that just your just not wanting to put yourself out there? 
JACK: I think it's more the second one. I just don't want to put myself out there. 
 
TAWNYA:  Can any of you remember times when you overcame performance anxiety? 
 
LISA: There was one time, Solo and ensemble, and I skipped a line, and then... but I was playing 
with my sister, and she just followed me. So that's always good. 
TAWNYA: So you recovered from that pretty well? 
LISA: Yeah. 
TAWNYA: After that happened, were you more nervous than next time you played solo, or did 
it...? 
LISA: No. I mean, I was done with that piece after Solo and Ensemble, so I just didn't really care. 
TAWNYA: You let it go? 
LISA: I was just like whatever. 
 
TAWNYA:  Why do you think you experience performance anxiety?  
 
MEG: [For me it is because I am] over-thinking about what I'm doing, and just like every small, 
minute mistake I'm making, I keep record of it. And it's just something that I always worry about. 
Because I just always feel like all these little things I do in a performance, and it just ends up 
being a bad performance because all these things make something big to me. And it's just like, 
ugh.  And then especially when people are listening, I feel like they know everything I'm 
messing up on, and it's just so much anxiety! 
TAWNYA:  As you get closer to the performance, does the talk inside of your head become 
more negative and critical, because you're trying to get ready for the performance? 
MEG: Yeah. Definitely. 
TAWNYA:  And how is it during the performance?  
MEG: During the performance it's just mostly nitpicking things, and like prepping myself for 
hard things that are about to come up and everything. And then I focus on that part a lot, and then 
I forget what I'm doing. It's mostly just thinking through the whole thing probably too fast, and 
not focusing on what's happening while I'm playing. And then I mess up and then the thoughts 
get more negative. And that just continues to, like snowball effect. 
 
TAWNYA: Do others of you have self-debasing sort of comments in your head?  Do they ever 
cause you to freeze up in a performance situation? 
MATTHEW: Never completely. But I found in performances when I am performing, I almost 
expect it now, which isn't good, but I'll be performing and, "oh, there's the first mistake.  Now 
you're just going to fuck up the rest of the thing." 
 
 
TAWNYA:  Are you critical when you listen to recordings of yourself, or is it just during 
performances?  How does it feel to listen back to the recordings? 
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JOHN: Absolutely terrible. It depends on what I'm playing. Like euphonium, I'm just listening 
for tone. It's just, I'm never really happy with it. It helps me get a lot better though. 
TAWNYA:  It helps you get better, but it does, you tend to have your critical hat on when you're 
listening? 
JOHN: Definitely. 
TAWNYA:  So have you ever felt good about listening to any of your recordings, or are you 
pretty much always... 
JOHN: I'll always have a list, but I will listen to several repetitions and say, oh it's getting better. 
So it's not all cynical and bad. (Laughs)  
TAWNYA:  Do your critical thoughts ever keep you from recording as much because you're just 
like, "no I don't want to do this?" 
JOHN: Sometimes I get so down on it that I'll just maybe take a break from playing, or recording. 
So yes. 
 
 
TAWNYA: So, how about someone else.  How often do you record your practice sessions and 
listen back to them? 
MEG: Probably not as often as I should, but I have done it before [for a] few of my area recitals 
before, just so I can critique what I'm doing and watch my technique and stuff. 
TAWNYA: So do you have the same sort of response when you are listening or viewing yourself 
on video? Do the same voices come to play there? 
MEG: Yes, it's generally worse though when I watch myself. It's just like, oh my gosh, I can't 
believe I did that. Oh no! 
 
LISA:  [I record myself when I’m getting ready for juries.]  I don't like to, but I do. I get more 
nervous for a recording than I do for the actual jury. 
TAWNYA: So what is it about listening to yourself, the playback, that is nerve-racking? 
LISA: I think it's because I don't know what to expect. Because I always hear myself from my 
instrument, and it's right next to me, and so I never take it away, and I'm, like, listening to it, and 
it's rare compared to how much I practice. And so I'm just like, "Oh. Okay." For Mother's Day 
my sophomore year, I actually recorded my mom a CD, and I kind of just did all of the first takes 
(laughs) and she had it playing in her car, and I was like, "Ohhhh." (Laughs). "Okay." 
TAWNYA: Are you more critical when you are listening to yourself like that? 
LISA: Yeah. Oh yeah. 
TAWNYA: And what sort of things do you think? What comes to your mind when you're 
listening like that? If you could say out loud what is going on inside of your head when you 
listen? 
LISA: Normally it's something about awkward intonation, or "How did I make it through that?" 
(Laughs).  
TAWNYA: So you're noticing things that didn't go well, basically? 
LISA: Yeah. 
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Appendix K 
Free-writing Exercises 
 
Time:	  
An	  improvisation	  of	  thought	   	  	   I	  wrestle	  with	  time…….why?	  	  An	  old	  habit,	  maybe…..but	  why	  the	  habit?	  	  Where	  did	  it	  come	  from?	  	  Where	  or	  from	  whom	  did	  I	  learn	  that	  there	  is	  a	  limited	  amount	  of	  time?	  	  Is	  there?	  Maybe,	  but	  the	  eternal	  now	  is	  really	  all	  that	  there	  is.	  	  It	  is	  in	  this	  moment	  that	  the	  choice	  to	  attend	  to	  what	  is	  has	  power.	  	  	  	  Wrestling	  with	  time…..or	  running	  frantically	  to	  do	  or	  accomplish	  something	  within	  intervals	  that	  are	  upheld	  by	  “agreed	  upon	  illusions”	  used	  to	  control	  experience….	  	  To	  control	  experience…..why	  control?	  	  Why	  not	  allow?	  	  Why	  is	  controlling	  better?	  	  I	  say	  it	  is	  not,	  but	  rather	  it	  is	  a	  means	  to	  run	  from	  the	  truth	  that	  is	  now.	  	  The	  truth	  in	  the	  moment	  is	  all	  there	  is…..Mozart	  and	  Beethoven	  must	  have	  know	  this…..they	  were	  improvisers….yet	  they	  tried	  to	  capture	  the	  muse	  of	  the	  moment	  and	  tie	  her	  down	  to	  a	  page…..forcing	  her	  to	  reappear	  upon	  demand…..yet	  she	  does	  not	  always	  do	  so…..for	  she	  is	  free…..she	  only	  returns	  when	  the	  conditions	  are	  right,	  when	  the	  musicians	  are	  in	  present	  time	  with	  open	  hearts,	  minds,	  and	  bodies	  willing	  to	  channel	  her	  reappearance.	  	  Maybe	  she	  is	  okay	  with	  singing	  the	  same	  song	  again…….but	  maybe	  she	  is	  evolving….and	  wants	  the	  collective	  song	  to	  continue	  to	  grow	  and	  blossom	  and	  unfold	  in	  a	  free	  and	  uncontrolled	  way.	  	  Perhaps	  it	  is	  abusive	  to	  hold	  her	  to	  her	  past,	  perhaps	  it	  is	  time	  to	  let	  go,	  forgive,	  and	  open	  to	  the	  new.	  	  Time….music	  is	  necessarily	  related	  to	  time.	  	  All	  sounds	  have	  a	  beginning	  and	  end….But,	  vibration	  travels	  through	  time	  AND	  space.	  	  Have	  we	  neglected	  space?	  By	  enforcing	  such	  rigid	  measurements	  of	  time?	  	  Have	  we	  become	  a	  slave	  to	  time,	  rather	  than	  the	  master?	  	  I	  say	  yes….	  I	  choose	  to	  be	  free.	  	  	  	  I	  can	  use	  the	  time	  and	  space	  I	  have	  for	  good.	  	  I	  can	  choose	  to	  make	  music	  that	  is	  grounded	  in	  the	  now.	  	  Music	  that	  appears	  and	  then	  is	  gone…..music	  that	  is	  not	  meant	  to	  recapture	  echoes	  from	  the	  past…..music	  that	  is	  not	  meant	  to	  be	  a	  commodity	  in	  a	  material	  illusion…..music	  that	  is	  merely	  yet	  exquisitely	  an	  expression	  of	  the	  now.	  	  The	  edge	  of	  my	  unfolding	  heart,	  mind,	  and	  being	  in	  all	  of	  its	  splendor	  and	  in	  all	  of	  its	  developing	  essence.	  	  There	  is	  wholeness	  in	  the	  moment	  and	  perfection	  in	  the	  unfoldment,	  even	  if	  there	  is	  not	  perfection	  in	  time	  or	  space,	  or	  in	  usefulness	  to	  other’s	  ears.	  	  Like	  the	  conversation	  we	  speak	  to	  others	  in	  our	  lives….all	  utterances	  are	  not	  perfectly	  delivered,	  nor	  thoughtfully	  planned……they	  are	  sometimes	  gentle	  and	  sometimes	  brash…..they	  are	  sometimes	  beautiful	  and	  other	  times	  horrifying……yet,	  they	  are	  what	  they	  are…	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Why	  should	  musical	  conversations	  be	  any	  different?….they	  are	  all	  one	  in	  the	  process	  of	  unfoldment…..all	  valuable	  in	  the	  scheme	  of	  the	  whole…..all	  good	  in	  their	  own	  time.	  	  Why	  this	  scarcity	  of	  time,	  then?	  	  Why	  the	  rush?	  	  Why	  are	  we	  so	  fearful	  that	  we	  lack	  the	  time	  to	  unfold	  gently	  and	  healthfully?	  	  Why	  the	  race	  to	  a	  mirage	  of	  perfection?	  	  What	  is	  driving	  this	  mass	  exodus	  from	  the	  now?	  	  What	  are	  we	  running	  from?	  	  We	  choose	  to	  order	  time…..in	  weeks	  and	  years….in	  measures	  and	  tempi	  We	  choose	  to	  force	  and	  control	  our	  breath	  like	  a	  slave…..but	  music…..does	  she	  demand	  this?	  	  	  	  No…..she	  asks	  us	  to	  take	  a	  deep	  breath	  and	  let	  her	  surf	  on	  the	  wave	  of	  energy	  we	  cast…….She	  does	  not	  wish	  us	  to	  harm….When	  we	  choose	  to	  harm	  she	  retreats	  and	  leaves	  us	  parched	  in	  a	  puddle	  on	  the	  shore……	  	  Education	  has	  become	  a	  slave	  to	  time.	  	  There	  is	  a	  hurry	  to	  pass	  the	  test,	  to	  ready	  the	  performance,	  to	  prove	  that	  the	  work	  has	  been	  done……on	  time.	  	  But	  what	  if	  our	  timing	  is	  off….what	  if	  we	  are	  wasting	  all	  of	  it,	  because	  we	  overlook	  the	  power	  of	  now?	  	  Time	  is	  money	  in	  our	  capitalistic	  world…..But	  this	  is	  true	  only	  if	  we	  believe	  it	  is	  so.	  	  It	  is	  a	  punitive	  belief	  that	  reduces	  people	  to	  the	  minimum	  that	  they	  might	  become,	  encouraging	  them	  to	  take	  short	  cuts	  at	  every	  turn	  where	  they	  could	  be	  present	  in	  every	  moment	  to	  the	  miracles	  of	  life	  that	  are	  everywhere.	  	  Capitalism	  is	  a	  belief	  in	  scarcity	  not	  abundance.	  	  It	  has	  infiltrated	  our	  everyday	  thoughts	  to	  such	  an	  extent	  that	  the	  synapses	  in	  our	  brain	  have	  formed	  habitual	  patterns	  of	  being	  that	  no	  longer	  serve	  the	  greater	  good.	  	  I	  choose	  to	  resist	  and	  rewire……I	  choose	  a	  simple	  life….where	  I	  can	  afford	  to	  live	  in	  a	  way	  that	  supports	  my	  highest	  good.	  	  Where	  I	  can	  thrive	  in	  the	  precious	  and	  sacred	  now.	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Fear:  Is it passed from generation to generation? 
 All	  of	  these	  pressures	  around	  time,	  if	  looked	  at	  from	  an	  evolutionary	  perspective,	  may	  comes	  from	  the	  beliefs	  about	  time	  that	  have	  been	  created	  by	  the	  fears	  of	  our	  ancestors.	  	   My	  grandparents	  were	  Great	  Depression	  survivors.	  	  When	  my	  grandparents	  passed,	  I	  
helped	  my	  mother	  sort	  and	  clear	  the	  contents	  of	  my	  grandparents’	  home.	  	  In	  the	  home	  I	  found	  
a	  drawer	  of	  used	  bread	  wrappers,	  boxes	  of	  used	  glass	  jars	  of	  various	  sorts,	  a	  bag	  of	  mesh	  
grapefruit	  bags,	  in	  a	  curious	  collection	  of	  saved	  treasures.	  	  My	  grandparents	  had	  learned	  that	  
they	  needed	  to	  save	  every	  resource	  and	  look	  for	  multiple	  uses	  for	  each	  item.	  	  They	  did	  not	  buy	  
anything	  that	  they	  did	  not	  need,	  they	  used	  everything	  until	  it	  was	  not	  repairable,	  and	  they	  did	  
not	  throw	  things	  away	  that	  might	  have	  another	  potential	  use.	  In	  their	  youth,	  these	  behaviors	  
were	  learned	  survival	  skills	  that	  at	  the	  time	  were	  absolutely	  necessary.	  	  It	  was	  possible	  that	  
they	  would	  run	  out	  of	  food,	  or	  not	  have	  enough	  money	  to	  buy	  something	  that	  they	  needed.	  	  
Over	  their	  lifespan	  these	  behaviors	  became	  less	  and	  less	  needed	  as	  the	  economy	  recovered;	  
however,	  they	  continued	  to	  live	  these	  patterns	  for	  fear	  that	  such	  a	  harsh	  economic	  time	  might	  
return.	  	  They	  continued	  to	  live	  lean	  and	  saved	  any	  extra	  money	  that	  they	  had,	  and	  were	  able	  
to	  leave	  to	  their	  three	  daughters	  a	  modest	  inheritance,	  that	  for	  their	  income	  level	  was	  a	  
remarkable	  accomplishment.	  	  	  
	   I	  do	  not	  fault	  my	  grandparents	  for	  choosing	  to	  live	  a	  modest	  life,	  and	  perhaps	  they	  consciously	  decided	  to	  do	  so	  as	  a	  way	  of	  living	  their	  values.	  	  I	  wonder	  though	  if	  they	  lived	  this	  way	  because	  of	  a	  deep	  seated	  fear	  that	  they	  carried	  based	  upon	  their	  past	  experiences	  as	  children	  and	  young	  adults.	  	  I	  wonder,	  if	  they	  had	  been	  able	  to	  acknowledge	  this	  fear	  and	  not	  let	  it	  control	  their	  actions	  through	  habitual	  patterns,	  if	  they	  would	  have	  been	  able	  to	  live	  out	  their	  dreams	  and	  desires.	  	  I	  remember	  one	  day	  my	  grandfather	  stating	  that	  pursuing	  ones	  dreams	  was	  a	  foolish	  endeavor…..sadly,	  he	  had	  clearly	  not	  felt	  he	  could	  pursue	  his	  dream	  of	  going	  to	  college	  and	  becoming	  a	  teacher.	  	  Of	  course,	  I	  knew	  him	  to	  be	  one	  of	  my	  greatest	  teachers,	  a	  man	  who	  continued	  to	  learn	  all	  he	  could	  and	  share	  it	  eagerly	  with	  others.	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Ideas	  	  Time	  
• To	  explore	  
• To	  learn	  about	  music	  
• To	  learn	  about	  the	  self	  
• To	  listen	  to	  one	  another	  
• To	  converse	  thoughtfully	  
• To	  express	  the	  self	  
• To	  journal	  for	  self-­‐reflection	  	  Frustrations	  that	  come	  from	  “lack	  of	  time”	  
• No	  time	  to	  add	  another	  thing	  
• No	  time	  to	  express	  the	  self	  
• No	  time	  to	  enjoy	  music	  making	  	  
• Demands	  of	  a	  program	  with	  so	  many	  credit	  hours	  	  Music	  making	  for	  a	  grade	  versus	  music	  making	  for	  the	  love	  of	  it	  Music	  making	  for	  authority	  not	  for	  the	  sake	  of	  Music.	  	  Learning	  as	  defined	  by	  whom?	  	  The	  facilitator	  or	  the	  participant?	  
• While	  I	  did	  not	  allow	  the	  participants	  to	  help	  design	  their	  own	  learning,	  I	  did	  allow	  them	  to	  report	  what	  they	  were	  aware	  of	  that	  they	  learned	  from	  the	  experience.	  
• Facilitator	  and	  participant	  negotiate	  and	  assess	  learning.	  Educational	  for	  what?	  
• Personal	  development	  (so	  the	  self	  can	  direct	  learning,	  so	  the	  self	  can	  return	  to	  the	  center	  of	  the	  educative	  process,	  so	  the	  self	  can	  get	  obstacles	  out	  of	  the	  way	  of	  learning,	  so	  the	  self	  can	  cultivate	  a	  discipline	  of	  the	  now!	  
• Learning	  how	  to	  regulate	  the	  mind/heart/body	  system	  for	  optimal	  learning….ie.	  alpha,	  beta,	  gamma	  brain	  waves	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Time/Separation:	  
Looking	  at	  Seven	  Conversation	  Strands	  	  Witnesses	  
• (S)	  self-­‐conscious	  of	  others	  judgment	  
• (T)	  self-­‐conscious	  of	  uses	  of	  time	  	  	  Body	  awareness	  
• (T)	  	  not	  enough	  time	  to	  be	  present	  	  	  Skill	  awareness	  
• (S)	  	  The	  ability	  to	  listen	  and	  communicate	  
• (T)	  	  Don’t	  have	  time	  to	  practice	  this	  or	  to	  just	  jam	  
• (T)	  	  The	  time	  to	  listen	  for	  communication	  vs	  correctness	  	  	  Safe	  space	  
• (S)	  	  sizing-­‐up	  others	  vs.	  listening	  to	  them	  	  	  Listening	  in	  a	  new	  way	  
• (T)	  	  time	  for	  reflection	  in	  general	  was	  	  	  Group	  communication	  
• (S)	  	  lack	  of	  attunment	  
• (S)	  	  comments	  about	  not	  being	  able	  to	  listen	  to	  others	  due	  to	  inner	  dialogue	  	  	  Imposed	  structures	  
• Reflection	  in	  classes	  co-­‐opted	  and	  made	  into	  s/r	  exercise	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Appendix L 
Art-Based Musical Collages of Musical Improvisations 
 
(See mp3 files) 
 
 The musical files included here are collages that depict and summarize each of the 
improvisations that occurred during the workshop. They have been carefully edited to highlight 
the essence of each of the improvisations for a more concise offering. 
 
Workshop One Sound Collage (3:56) 
Workshop Two Sound Collage (10:10) 
Workshop Three Sound Collage (14:53) 
Workshop Four Sound Collage (17:49) 
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Appendix M 
Art-Based Visual Art Collages of Individual Art Responses 
	  
	  
Figure M.1a.  John, Workshop 1. 
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Figure M.1b.  John, Workshop 2 
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Figure M.1c.  John, Workshop 3 
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Figure M.1d.  John, Workshop 4 	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Figure M.2a.  Jack, Workshop 1 
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Figure M.2b.  Jack, Workshop 2 
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Figure M.2c. Jack, Workshop 3 
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Figure M.2d.  Jack, Workshop 4 
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Figure M.3a.  Meg, Workshop 1 
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Figure M.3b.  Meg, Workshop 2 
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Figure M.3c.  Meg, Workshop 3 
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Figure M.3d.  Meg, Workshop 4 
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Figure M.4a.  Matthew, Workshop 1 
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Figure M.4b.  Matthew, Workshop 2 
	  
	  
	  
!"#$%
&"'"()%!"'$(%
	  340 
	  
	  
Figure M.4c. Matthew, Workshop 3 
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Figure M.4d.  Matthew, Workshop 4 
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Figure M.5a.  Lisa, Workshop 1 
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Figure M.5b.  Lisa, Workshop 2 
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Figure M.5c.  Lisa, Workshop 3 
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Figure M.5d.  Lisa, Workshop 4 
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Figure M.6a.  Kari, Workshop 1 
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Figure M.6b.  Kari, Workshop 2 
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Figure M.6c. Kari, Workshop 3 
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Figure M.6d.  Kari, Workshop 4 
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Appendix N 
Identifying the Findings:  Arranging the “Trees” in “Groves” 
 
Sentence Reductions 
 
Each of the paragraphs in Chapter Six and Seven were reduced to a phrase in order to help me to 
clarify and identify the findings. 
 
CH 6 
 
John 
• Fear-based motivation works 
• What do you want us to do? 
• Projecting self-conscious thoughts upon others 
• Choosing what to think and feel is good. 
• I am really hard on myself, but it is not all bad. 
• I thought I would learn more about improv skills. 
• Ear training is needed. 
• I understand myself better, more than improved skills. 
• Listening with art helped me to listen differently. 
• Body scanning helped me gain control of witnesses 
• I am very pessimistic, but now have more control. 
Jack 
• I learned more about me than improvising. 
• I fear being exposed. 
• Encouraging witness, oh…and I judge others too. 
• Separating witnesses and controlling them was helpful. 
• Ear training is needed. 
• I didn’t learn much about improvising, but about myself. 
• I can manage the stress that comes from myself. 
• I can’t play what I imagine. This is important. 
• I am more in control. 
• Conversing musically is difficult. 
• Reflection good art and journal-sounds not errors 
• Witnesses allowed me to manage self-talk 
• Encouraging witness to push him to take risks 
 
Meg 
• Audience judges me for making mistakes 
• I like to make sound on my own but am more nervous when people listen 
• Refreshing, freedom, flowing 
• I need to rethink how I have been thinking 
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• Music needs to sound good 
• I need this to vent out stress 
• Empowering-get in control of my feeling and frustrations 
• I can express and outlet stress 
• Art to scribble out my hate 
• Journals help me to see what I am thinking 
• Listening helps me to hear I am still a good musician 
• Body scans help when practicing-to prevent breakdowns 
• I learned to control my inner dialogue 
• I project upon others 
Matthew 
• Music as self soothing and expression-processing emotion 
• More about learning about the self than learning about music 
• Music for enjoyment 
• I need free expression to grow 
• Colors 
• I need improv for happiness 
• I need it to vent stress /I’m cut off from caring about it 
• Art helps me to find the beauty in things 
• I am in touch with my emotions more than my thoughts 
• I need music to understand myself 
 
Lisa 
• I can’t apply this to my other music. 
• Music should be for the love of it. 
• I can creatively express my emotions. 
• I skate to express. 
• I can’t apply this to music on the page 
• I can’t always flow around critical others. 
 
Kari 
• This workshop is not like school 
• I have to listen differently. 
• This will help me to play better with others 
• I want to compose and to express. 
• Buddah speaks 
• I like a beat 
• I don’t fear things anymore. 
• I am more confident. 
• I love making music in the moment. 
• It’s hard to converse. Who do I converse with? 
• Journaling helps me to translate the non-verbal 
• Others in the music program should do this. 
• Managing inner witnesses helps with practice and social anxiety. 
• Making music from within. 
 
	  352 
 
 
CH 7 
 
Worldview 
 
WK1 
• I set up PR workshop environment 
• Group drawing----ability vs. feeling 
• Express or impress/ worry or listening to others 
• Worrying about quality and others 
• Contrast between workshop and curriculum 
• Journaling for class –boo 
• Fun, new, needed, how to apply? 
 
WK2 
• What is the right thing to do? 
• Inner voice or music/others? 
• Flow with creator witness- 
WK3 
 
• Internalized fear-based motivation 
• Witnesses during the week 
• Primary instruments—difficult or not 
• Hard to let go of internal fear-based motivation 
 
WK4 
• Playing ability vs. inner control  
• Expression or communication---expression came first 
• Coming together after purge 
• Different values between workshop and curriculum 
•  
POST   
• Time and tension:  how can I do this outside of here? 
• Wish there was more time to improv with others, create music 
• Matthew’s studio story 
• Only if it supports achievement:   
• Time and curricular restraints:  demands upon time 
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Arranging the “Trees” in the Four Quadrants 
 
I drew a tree for each of the phrases above in the corresponding quadrant. 
 
 
 
 
Figure N.1. “Trees” in the four quadrants.	  
 
 
	  
